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PREFACE 



WHEN Ruskin, thc most poetic of writers 
on art, declared that he did not believe his 
books would live because there were too many of 
them, he uttered a warning which, alas ! too few of 
the world's greatest authors and composers have 
heeded. Of most of them one must say, ^' Less 
would have been more." 

In the realm of song, in particular, there is a 
superabundance of good things which is appal- 
ling; and, as usual, the good is the enemy of the 
best. The time has come when we can preserve 
only the very best, The merely good is doomed 
to disappear, together with the mediocre. 

No singerhas eithertime orinclinationto mas- 
ter all the songs of even the greatest of compos- 
ers. Schubert alone produced five hundred and 
thirty-eight Lieder; and while he was the most 
recklessly prodigal of them all, there is hardly 
one composer who can be acquitted of the charge 
of having written so many songs that the best of 
them are in danger of being lost in the multitude. 

Here is where an editor can make himself 
usefuL As an expert in his field, familiär with all 
the songs of his chosen composers, he can dis- 
criminate, separating not only the wheat from 
the chafF (there is chafF among the songs of all 
composers, without exception), but the inferior 
wheat from that which is flawless. 

The Musicians Library includes a dozen vol- 
umes of songs by great masters, each being rep- 
resented by forty or fifty specimens. All of these 
are worth the attention of singers, professional as 
well as amateur; but these five hundred or more 
songs, though but a small fra<5tion of the total 
number, are too much of a good thing for many 
persons. For this reason it has been deemed ad- 
visable to issue two special volumes, containing 
one hundred songs, the very crime de la crime of 
the dozen song colledions, by ten favorite com- 
posers. 



Most of these hundred songs have already been 
printed in the special volumes referred to; but 
their inclusion in these two volumes gives them 
a prominence as the very best which they did not 
have heretofore. To be sure, there might be some 
difFerences of opinion as to which of the forty or 
fifty songs of each composer previously sele<5ted 
deserve to be chosen as his best ten ; but this dif- 
ference of opinion can aflFedfc only a few in each 
group. In view of the prevalent belief that two 
headsare better than one, it may beadded that the 
editor-in-chief of the Musicians Library, William 
Arms Fisher, shares with the editor of this collec- 
tion the responsibility for the choice of songs. Con- 
cerning most of them there could be no dispute. 

In the cases of Schubert, Franz, and Grieg, it 
would be possible to ^Muplicate the best ten,'' as 
an Irishman might say. Probably the same can- 
not be Said of any of the other composers on our 
list; for which reason, taking into account the 
quantity as well as the quality of their master- 
works, Schubert, Franz, and Grieg rank, in the 
editor's opinion, as thegreatest of all song-writers. 

Besides the ten composers represented in this 
colleftion there are more than that number who, 
as shown partially in Fifty Mastersongs by Tweniy 
Composers,dcscTve to be represented in an iliteznr 
thology. Few of them, however, "Struck twelve" 
in as many as ten of their songs. Liszt, who 
ranks higher as a song-writer than Rubinstein, 
Tchai'kovsky, Strauss,Wolf, or Brahms, is not 
included here chiefly because most of his süperb 
songs are too difiicult in both the voice and piano 
parts for amateurs, for whom this colle<5tion is in- 
tended quite as much as for professionals. Hugo 
Wolf, who, as the editor frankly confesses, is not, 
in his opinion, one of the ten greatest song-writ- 
ers, is included here because he is the leader of a 
school of composition much invogue to-day : the 
school which subordinates vocal melody to decla- 
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mation and makes the poet as important as the later, places him at the head of all song-writers. 

composer; often, indeed, much more so. He has Quof homines tot sententiae. Furthermore, de gusti- 

his admirers among musicians and critics, includ- bus nan est disputandum. But everybody has the 

ing Ernest Newman, who, indeed, as we shall see right, in a free country, to express his opinions. 



FRANZ SCHUBERT 



TO this day, Schubert remains not only the 
most prolific but the greatest of all song- 
writers, the model from whom all the others have 
learned. 

Strange to say, he was also in point of time 
the first of the great song-writers. For while some 
of the masters who came before him— among 
them Gluck, Haydn, Mozart, Beethoven, and 
Weber — wrote a considerable number of songs, 
they did not in them give of their very best. Their 
Lieder were mere chips from the Workshops in 
which they created their admirable operas, ora- 
torios, sonatas, and symphonies. For these they 
reserved their best airs, whereas Schubert lav- 
ished his melodic jewels even more freely on his 
songs than on his longer works« 

He could afFord to do this because he had so 
many of them. Fresh melodies and novel har- 
monic modulations gushed from his brain like 
water from a fountain. He wrote new immortal 
songs and instrumental melodies as easily as other 
persons write ordinary letters to their friends. 
Many of them came to him at night, and he slept 
with his speftacles on his nose, so that he might 
jump up and jot them down without losing time 
in hunting for his glasses. In this resped he was 
like Goethe, who sometimes rushed to his desk 
and wrote down a stanza diagonally on the paper, 
for fear that he might forget the exad wording of 
his lines if he stopped to place the sheet straight 
before him. 

In 1 8 1 5, at the age of eighteen, Schubert com- 
posed one hundred and forty-four songs, which 
fill up two large volumes of the ten in the Breit- 
kopf & Härtel complete edition of his Lieder. 
In the following year he wrote one hundred and 
ten. Most of these early works do not reach his 
high-water mark; but it is astounding to find 
among them such mature, flawless, master-works 
as Margaret at the Spinning-Wheel^ Hedge-Roses, 
Wanderer' s Night Song, and The Erlking — four 
songs which created a new epoch in vocal music. 

If genius were properly appreciated in this 
world, the youth who created these marvellous 



songs before he was nineteen years old would 
have received government aid to the exten t at 
least of enabling him to have plenty of food, 
and leisure to compose more music — and plenty 
of ruled paper to write it on ! But Schubert had 
none of these things. 

He was the thirteenth child of a schoolmas- 
ter, whose annual income was >i75 ! While that 
meant much more a Century ago than it would 
to-day, it did not mean enough to support a large 
family properly. The poor little boy who was 
destined to do the world so great a Service often 
went to bed hungry. He longed to write music 
every day, but had no pennies to buy the neces- 
sary paper until an older and richer boy named 
Spaun gave him what he needed. 

From his twelfth year to his seventeenth he was 
an inmate of a school in which boys were trained 
for the Court-chapel ; and here he learned much 
about singing, and playing in a small orchestra. 
After leaving the training-school he helped his 
father for three years in teaching. The rest of his 
life he had no regulär employment. Thanks to 
the generosity of his friend Schober, who shared 
his room with him and supplied him with some 
money, he was thenceforth able to give most of 
his time to composing. 

This, for the most part, was a labor of love, for 
the publishers accepted only a few of his pieces, 
and for these they paid him a mere pittance. For 
some of his last and best songs he received only 
twenty cents apiece. Even The Erlking — on which 
fortunes have since been made — was not wanted 
by the publishers, but had to be printed by sub- 
scription. 

Through his friend Schober he became ac- 
quainted with the famous tenor Vogl, who soon 
grew enthusiastic over his songs and sang some 
of them at social gatherings. Schubert himself 
was at the piano and, as he wrote to his brother 
in 1825, «the manner in which Vogl sings and 
I accompany, so that we seem to be one on such 
occasions, is to these people something new and 
unheard of." 
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The singer was on these occasions overwhelmed 
with applause ; but, as Spaun relates, '^ nobody 
took the least notice of the modest musidan who 
had created these splendid melodies." Schubert, 
however, was so shy that he did not mind this neg- 
ledfc; indeed, one evening, when there was danger 
of his becoming the centre of attention, he made 
his escape by the back stairway ! He was ^'one of 
the very few musicians who did not behave as 
if he thought himself the greatest man in the 
World," as Sir George Grove has remarked. 

It would have been weil if he had had more 
vanity and " push." Three years before his death 
Spaun wrote to him: "What you need is a few 
critics, with big drums, to proclaim your name 
incessantly." But the few critics who took any 
notice of him blundered woefully in censuring 
him for those very modulations and other origi- 
nal features which are now admired most. 

Beethoven was one of the first to recognize 
his younger colleague's marvellous genius. His 
friend Schindler brought him one day sixty of 
Schubert's songs. Beethoven pored over them for 
several days, with growing amazement and de- 
light. " Truly," he exclaimed over and overagain, 
" Schubert has the divine spark! " 

Unfortunately, this happened only a few 
months before Beethoven's death. Had he made 
his discovery sooner, his enthusiastic endorse- 
ment would have helped greatly to win general 
recognition for Schubert; but Schubert survived 
Beethoven only a year and a half, falling a vidim 
to typhoid fever, which he might have escaped 
if he had had money enough to spend the sum- 
mer in the country, as he was longing to do. Fifty 
doUars would have saved him ! 

It has been said in extenuation of the failure of 
the Viennese to disfcover Schubert's marvellous 
genius that he lived only thirty-one years, while 
Beethoven, who was appreciated, lived nearly 
twice as long. Nevertheless, the musicians and 
amateurs surely weresingularly obtuse in not rec- 
ognizing at once the Superlative originality and 
charm of Schubert's music. 

Ten years after his death, two of the greatest 
musicians, Schumann and Liszt, began to pro- 



claim his genius to the world. Schumann discov- 
ered some of the priceless manuscripts,including 
that of the great symphony in C, which he took 
to Leipzig for Mendelssohn to produce, while 
Liszt made propaganda for the piano pieces and 
the songs. Most singers had neglefted these songs 
in favor of all sorts of mediocre stufF; but Liszt, 
having heard Schubert's friend Schönstein sing 
some of them, was moved to tears; and presently 
he began to arrange a number of these Lieder 
for the piano. He played them at his recitals, to 
the amazement and delight of his hearers, who 
could not understand why the stupid singers had 
so long overlooked these gems. 

From that time on Schubert — "the most 
poetic of all musicians," as Liszt called him — 
began to be acknowledged the king of song-writ- 
ers; and as such he is still proclaimed by all com- 
petent judges. What makes him preeminent is, 
above all things, his fecundity and originality as a 
melodist. When he was a young man, Salieri ad- 
vised him not to squander his melodic resources. 
He might as well have warned an artesian well 
not to waste its water. In this second decade of 
the twentieth Century Schubert, the melodist p^r 
excelUncey is of particular interest because he so 
vividly illustrates the difFerence between true in- 
spiration and the calculation ofthose present day 
composers who, being unable to create melodies, 
try to persuade the public that melodies are no 
longer in fashion. These innovators, who would 
reduce all music to declamation and discord, re- 
mind one of the fox who, having lost his beauti- 
flil tail in a trap, tried to persuade all the other 
foxes that beautiful tails were no longer in style 1 

Indignant at the antics of these unmelodic ca- 
cophonists, Felix Weingartner has called upon 
all true lovers of music to rally under the cry of 
" Back to Mozart." I n the editor's opinion, " Back 
to Schubert" would be an even better motto, for 
Schubert, while as melodious as Mozart, is so in 
a more modern way ; and as a harmonist, also, he 
is far more modern and emotional than Mozart. 
Germany's greatest musical authority,Dr. Hugo 
Riemann, goes so far as to say in his Musik-Lexi- 
koHy that "the entire Schumann and the entire 
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Liszt are in their harmonies an outgrowth of Schu- 
bert." He does not^ like his only peers as harmo- 
nists (Bach, Chopin, and Wagner), modulate ha- 
bitually with the aid of chromatic progressions, 
but simply drops from one key into another in the 
most unexpe<5ted and delightful way. To him all 
keys are sisters or cousins. On this subjed let 
me cite fiirther what I remarked in the volume 
entitled Songs and Song^Writers : 

" Modulation — unexpeftedly passing from 
one key to another — is preeminently the emo- 
tional dement in music, and Schubert's mastery 
of this dement of expression explains the power 
of his songs, above all others, to evoke tears. 
Modulation, too, is the specifically modern ele- 
ment in music, and this is another reason why 
Schubert's songs seem of to-day and not of nearly 
a Century ago. His modulation, furthermore, 
brings together not only keys but modes. With 
other composers, as a rule, a song is either in 
major or in minor; but with Schubert these two 
modes are twins that intertwine in nearly every 
song« And usually there is a poetic as well as a 
musical reason for the change from one mode or 
mood to another, showing how closely Schubert 
foUowed the spirit of his poems," As Sir George 
Grove has aptly said: " With Schubert the minor 
mode seems to be synonymous with trouble, and 
the major with relief ; and the mere mention of the 
sun or a smile or any other emblem of gladness, 
is sure to make him modulate." 

It is not the objeft of this foreword to call at- 
tention to all of the great achievements of Schu- 
bert. We cannot dwell on the new and ravishing 
orchestral colors of his symphonies ; nor on his 
short pieces for piano, which Rubinstein consid- 
ered even more astonishingly newthan his songs; 
nor on his ecclesiastic and secular choral works, 
or his part songs, which Richard Heuberger con- 
siders the best ever composed; nor on his charm- 
ing dance music, which he so loved to improvise, 
and which paved the way for the Waltz-king, 
Strauss, and all Viennese dances; nor on his four- 
hand piano pieces, which Grieg alone has equalled ; 
nor on his introdu<5tion of fascinating Hungarian 
features into Austrian music; nor on many other 



phases of his art which made masters soantipodal 
in their ideals as Liszt and Brahms adore him 
equally. A few more words must, however, be said 
about his songs. 

There is a prevalent Impression that while 
Schubert was truly inspired, he was at the same 
time uncritical. Schumann once remarked that 
this " most modern of all composers " would prob- 
ably have set to music all the literature of Ger- 
many had he lived. He did, as we have seen, 
compose more than five hundred songs in about 
sixteen years, and many of the earlier ones are 
unworthy to bear his name. He also did set to 
music some poems of personal friends which 
hardly deserved this compliment. But apart from 
this, "if we take the works of all the poets he 
utilized, it would be impossible to make better 
sele<5tions for musical purposes than those he 
made," as is attested by his editor, Mandyczew- 
ski, in his Revisionsbericht for the complete edi- 
tion of Schubert's songs. 

Eighty-five poets altogether are included in 
the list,and it is significantthat Goethe leads with 
seventy-two songs, Schiller following with forty- 
six. That Heine is represented by only six is due 
to the faft that his poems did not begin to appear 
tili shortly before Schubert's death. What the 
World lost through the unfortunate circumstance 
that Heine was not born sooner to inspire Schu- 
bert with his lyrics may be inferred from the faft 
that five of the six Heine-Schubert Lieder are 
among themastersongs,and as such are included 
in the volume of Fifty Songs by Schubert in the 
Musicians Library. 

These five songs are Atlas^ Her Portrait^ The 
Towny By the Sea, and My Phantom Double. In 
analyzing these songs, particularly Der Doppel- 
gänger , no one can fail to be Struck by the fidelity 
with which Schubert's music mirrors not only 
the spirit of each poem and each stanza and line, 
but the peculiar essence of Heine's genius. And 
the same may be said of the settings of Goethe's 
poems — think of The Erlkingy Hedge-Roses, 
Margaret at the Spinning-ff^heel — and those of 
the other bards favored by Schubert. 

Let US now briefly describe the ten Schubert 
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songs sele<5ted for this volume. The choice has 
been extremely difficulc; in fact, it has to be more 
or less arbitrary, for while these ten are among 
Schubert's verjr best songs^ ten — nay, twenty 
or thirty — others equally great might have been 
selefted. It seems absurd or almost criminal to 
leave out Margaret at the Spinning-JVheely Hedge^ 
RoseSy In Prasse of Tears^ The Trouty Faith in 
Springy IVanderer's Night Songy To be Sung on the 
JVatery The Almighty^ The Linden Tree^ The Hurdy- 
Gurdy Man^ The Raveny Serenade^ By the Sea^ The 
Inn (which Mendelssohn, by the way, arranged 
for wind instniments), and a dozen others, espe- 
cially from the three great cycles ; but it cannot 
be helped. After a good deal of refledlion the edi- 
tor and the editor-in-chief agreed on the foUow- 
ing ten; but it may as well be frankly admitted 
that Mr. Fisher finally wrote : " Perhaps you will 
have to shut your eyes, go down the list with a 
pin, and take those you pundhire. I shall be in- 
terested to know your decision/' The Fifty Songs 
by Schubert includes those necessarily omitted in 
this volume. 

I . The Erlking {Der Erlk'6nig).A\xho\xg\i Schu- 
bert was only eighteen years old when he com- 
posed The Erlkingy which many judges consider 
the greatest Lied in existence, it was the one hun- 
dred and seventy-eighth of his songs, this num- 
ber including several others which together with 
The Erlking created a new epoch in the history of 
the art song. Regarding its origin Spaun relates 
that one afternoon he went with a friend to call 
on Schubert. They found him all aglow reading 
Goethe's bailad about thespeftral Erlking aloud. 
He walked up and down the room several times, 
book in band, then suddenly sat down and, fast as 
pen could travel, put the süperb composition on 
paper nearly in its present form. This bailad by 
the boy Schubert is as realistic and dramadc as 
any thing Wagner wrote in his most mature years. 
The incessant galloping triplets in the piano part 
not only impersonate the horse but conjure up 
the storm. The coaxing Erlking, the terrified 
child, the soothing yet alarmed father, have all 
a language of their own, difFerent from the nar- 
rative, and the singer must modify his tone and 



style accordingly. The dissonance of the child's 
shriek — the agonized, shrill G fiat clashing with 
the F and E fiat in the piano part — was some- 
thing new, thrilling, terrible, epoch-making in 
music. 1 1 was '^ music of the future " and dismayed 
even his friends. For further details regarding 
this not only artistically but historically impor- 
tant work, I must refer to the four pages devoted 
to it in my Songs and Song^Writers. 

2. The Wanderer {Der Wanderer). This is an- 
other of the early songs that reveal Schubert's 
genius fuU-flcdged. Were it not for the Erlking 
miracle of the preceding year, it would seem al- 
most impossible that such a Lied should have 
been composed by ayouth of nineteen in a parox- 
ysm of inspiration in one evening. It is, and has 
been for nearly a Century, one of the most popu- 
lär of all songs, both in the parlor and the concert 
hall. Its publishers made 27,000 florins (equal to 
as many dollars in our day) with it in the years 
1822-61, and to-day more copies are sold than 
cver ; but poor Schubert, when he dicd, left posses- 
sions valued at only twelve dollars. The passage 
in The Wanderer beginning with the words, "Die 
Sonne dünkt mich hier so kalt,'' was used by 
Schubert in 1820 as the theme of the adagio in 
his C major Fantasia for piano. He knew as well 
as anybody when he had written anything par- 
ticularly good; and, contrary to a stupid tradi- 
tion, he was otherwise very critical (sec Songs and 
Song-WriterSy p. 103). 

3 . Death and the Maiden {Der Tod und das Mäd- 
chen). When the remains of Schubert were trans- 
ferred, in September, 1888, from the old ceme- 
tery to the Zentralfriedhof, all the musical soci- 
eties of Vienna participated in the ceremonies, 
which were attended by a huge concourse. A Ver- 
sion of Death and the Maiden was played by the 
Hofkapelle^ and it would have been difficult to 
find anything more appropriate. Not only is it 
one of Schubert's mastersongs, but there is per- 
haps no other piece of music which conjures up 
a sombre mood with such simple means. Organ- 
ists would find itmost suitable at funeral Services, 
playing not only the song but some of the sub- 
lime variations on it which Schubert included in 
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his wonderful D minor string quartet. As a song 
it moves one Co tears when sung by an artist like 
Madame Schumann-Heink or Clara Butt. After 
the poorgirl has begged the "skeleton man" to 
pass her by because she is so young, how füll of 
gloomy foreboding are the two measures leading 
over to the second Speaker — Death! And while 
he asks her in soothing words not to dread him, 
since he has come not to punish but to let her 
sleep gently in his arms^his monotonous,cavern- 
ous tones and the stränge modulations teil us 
his real intentions* Note the simple but wonder- 
ful modulations from the words '^ bin nicht wild " 
to "schlafen," To Sir George Grove these mod- 
ulations seemed, as they have seemed to many 
others, "like an escape into heaven." When the 
Mendelssohn Quintet was the principal Cham- 
ber music Organization in America, it was sent 
for once from a great distance by a wealthy music 
lover who knew his death was near, but who used 
all the strength of his will to keep alive tili he 
had once more heard the celestial strains of the 
variations on Death and the Maiden. 

4. My Peace thou art {Du bist die Ruh*). This 
song belongs to the same y ear as the famous cycle 
of Miller-^Maid songs. It is simple, melodious, 
soothing — "one of the most spiritual flights in 
all song literatiire," as William Arms Fisher has 
aptly chara<5terized it. The interludes add much 
to the charm of the song. 

5. Ave Maria. Three religious Lieder are in 
Fifty Songs by Schuber ty and any or all of them 
might be included also among his best ten. The 
Toung iV«»,though written in 1825, is as modern 
in declamation and general spirit as Wagner's 
Parsifal. The Almighty was never surpassed by the 
greatest of all religious composers — Palestrina, 
Bach, Handel, or Liszt, who made an arrange- 
ment of it (which cannot be too highly com- 
mended) for tenor solo, chorus, and orchestra, in 
Order to bring out all the sublime effeAs of which 
it is capable. Ave Maria is probably, next to The 
Erlking and the Serenadeythe most widely known 
ofSchubert's songs — simple as it is soulfuL The 
poem is from Walter Scott's Lady 0/ the Lakeyznd 
the music makes an instant appeal to all, not only 



as music but becauseof its sentiment. It was com- 
posed in 1825, during the one vacatio^ in the 
mountains poor Schubert ever had. Everybody 
was delighted with this ravishing song. As Schu- 
bert wrote,"Peoplewere greatly astonished at the 
devotion which I have thrown into the Hymn 
to the Blessed Virgin, and it seems to have seized 
and impressed everybody. I think that the reason 
for this is that I never force myself into devotion 
or compose hymns or prayers unless I am really 
overpowered by the feeling; that alone is real, 
truc devotion." 

6. Hark! hark! the lark {Horch, horch, die 
LercK\ Like The Erlking jthis riumber is equally 
populär as a piano piece, in Liszt's version, and 
as a song; to hear Paderewski play it is a reve- 
lation, especially in regard to the ineffable charm 
of flexible tempo {miscsilled tempo rubato). While 
generally known as a serenade, it is really an au- 
bade, or morning song. Heuberger, whose book 
on Schubert cannot be too highly commended, 
casts doubt on the story that this mastersong 
was written by Schubert as an impromptu — in 
a Summer restaurant on the back of a bill of fare; 
for the manuscript is in a notebook containing 
three other songs, and all of these are written not 
on regulär music paper, but on ordinary paper on 
which staves had been drawn with a lead pencil. 

7. Who is Sylvia? {Was ist Sylvia ?) This is one 
of the other three songs written in the notebook 
referred toin the comments on Hark! hark! the 
lark, and is equally spontaneous and buoyant, 
always sure of its efFeft. It is from Two Gentlemen 
of Verona, while Hark! hark! is from Cymbeline. 
Less interesting than these two is the third of 
Schubert's Shaksperian produ<5tions, the drink- 
ing-song from Antony and Cleopatra. 

8. My Abode {Aufenthalt). This is one of the 
compositions which made* Rubinstein exclaim 
rapturously : " Once more, and a thousand dmes 
more, Bach, Beethoven, and Schubert are the 
highest pinnacles in music!" Schubert was ac- 
cused of not knowing much about counterpoint, 
but if counterpoint is the art of making every 
voice or part in a composition melodious, where 
is there a better specimen of it than My Abode, 
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with its glorious melodious bass, and melody 
in every note of the harmony ? Among other re- 
markable things in this thrilling mastersong note 
the high G, eighteen measures before the end — 
as grand a climax as can be found in vocal music. 
The most delightful interlude in all music is the 
eight measures foliowing the words ^^ bleibt mein 
Schmerz," The A sharp in the sixth of these 
measures is one ofthose strokes of genius which 
make the study of the Schubert songs a source 
of ever-increasing delight. Only in the white 
heat of inspiration could that A sharp have been 
written, 

9. Her Portrait {Ihr Bild). While Schubert's 
brain was so overflowing with melody that he 
could compose good songs even to mediocre 
Verses, good poems stimulated his creative fancy 
to its supreme efForts. For this reason it is to be 
regretted eternally that Heine's poems appeared 
only shortly before Schubert's death. He had a 
chance to set only six of them, and five of these 
are mastersongs. One of them is Her Portrait^ in 
which a youth gazes at his beloved's pi(5hire as in 
a dream, and cannot believe that he has lost her. 

10. My Phantom Double {Der Doppelgänger). 
Just as Wagner created not only one epoch but 
two new epochs in the history of the opera, so 



Schubert created an epoch in the history of the 
Lied with his Margaret at the Spinning-fVheel and 
The Erlking y and another with My Phantom Double 
and the songs of the Winter Journey. Heine's 
poem of Der Doppelgänger brings before our eyes 
a man who goes at night to gaze at the house 
where his beloved used to dwell. In front of it, 
to his dlsmay, he beholds a pale man gazing at 
the window, wringing his hands in agony ; and 
the moonlight shows him that this other man is 
his own seif — his phantom double« Schubert's 
music is as gruesome as this vision, fitting the 
poem measure by measure, so that we have here 
an anticipation of Liszt and all the later song- 
writers, "The voice part is not melodic,but freely 
declamatory," as Daniel Gregory Mason has re- 
marked. " The steady musical pulse is supplied, 
not by it, but by the sombre chords in the lower 
register of the piano, succeeding each other with 
the relentlessness of fate and rising to harsh 
clangor or sinking to mournful undertone in obe- 
dience to an art that must be studied to be duly 
admired. The last eight measures, after the voice 
has stopped entirely, are particularly fine." Ver- 
ily, this is the most thrilling, the most dramatic, 
of all lyrics; and in penning it Schubert helped 
to originate the music of the future. 
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ASTRIKING difFerence between Schubert 
and his great successor, Schumann, lies in 
this, that whereas Schubert began to scribble 
songs in his school days, Schumann wrote only 
for the piano during the first ten years of his ac- 
tivity as a composer. Moreover, he had no great 
respeft for songs. To his friend Hirschbach he 
wrote, in 1 839 : " You ought to write more songs ; 
or are you perhaps like myself, who have all my 
life placed vocal music beneath instrumental and 
never considered it a great art? But do not speak 
of this to any one/' 

Only a year later and what a change ! In 1 840 
he wrote to Keferstein : " I am now writing only 
vocal compositions, long and short; also, male 
choruses. I can hardly teil you what a delight it 
is to write for the voice as compared with instru- 
mental composition, and what a stir and tumult 
I feel within me when I sit down to it." 

What caused this surprising reversal of his 
attitude toward the Lied is not known. Perhaps 
the Story of his courtship, which has been called 
the most romantic of all love stories, throws some 
light on the question, suggesting that when his 
infatuation reached its climax, in the year of his 
marriage, he feit the need of poetry as well as 
music to express all the depth and ardor of his 
feelings. 

His mother wanted him to study law, and to 
please her he attended university ledures; but 
his heart was in his musical studies, and after 
three years of fruitless endeavors to take his ju- 
ristic studies seriously he gained her consent (in 
1 830) to devote himself entirely to music. Where- 
upon he went to Leipzig, a youth of twenty, 
and took lessons of Friedrich Wieck. This emi- 
nent piano teacher had a daughter named Clara, 
who, although at that time only eleven years old, 
was already known as an accomplished pianist 
through recitals given by her in various German 
cities, as well as in Paris. Robert and Clara soon 
becameattached toeach other,as an older brother 
is to asister; and this feeling gradually changed 
to passionate love on both sides. Wieck, however. 



would not hear of their marriage, partly because 
Robertos income was small, but chiefly because 
he wanted his Clara to have a great career as a 
virtuoso, instead of assuming the responsibili- 
ties of family life. It did not occur to him that 
she might be able — as she subsequently proved 
— to be both a great artist and a devoted wife 
and mother. 

Wieck's Opposition to the marriage was so 
Stubborn that finally the courts were invoked 
and, Clara being of age, the decision was in favor 
of the happy couple. The marriage took place on 
September 12, 1840. It was in February of the 
same year that Schumann had written to Kefer- 
stein about his newly discovered delight in com- 
posing songs. For some years Clara had been 
ever in his mind when he wrote his groups of 
pieces for the piano, among them hiis Phantasie- 
stückey the Davidsbündler tanze ^ the Noveletten, 
Kreis/erianajKindersceneny and Faschings schwank. 
These and other early works are largely autobio- 
graphic, and they are the best he ever wrote for 
the piano, because love inspired them. 

For the same reasons his first songs are great. 
On February 22,1 839, he wrote to Clara : " Since 
yesterday morning I have written twenty-seven 
pages of music (something new), of which I can 
teil you nothing more than that I laughed and 
wept for joy in composing it." It was the great 
song cycle. Die Myrthen. The foUowing month he 
sent her his first printed songs, the Liederkreis, 
with this message : " When I composed them my 
soul was within yours.Without such a bride, in- 
deed, no one could write such music." Again, 
on May 15:" Once more I have composed so 
much that it seems almost uncanny. Alas ! I can- 
nothelp it; I could sing myself to death, like a 
nightingale." 

Throughout the year 1840 this was his State 
of mind, and the result was the enormous Out- 
put of one hundred and thirty-eight songs. With 
a few exceptions this includes all of his master- 
songs, although the total number of his Lieder 
is two hundred and forty-eight. The reason for 
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the later falling ofFof the Inspiration is not far to 
seek« For nine years after composing the 'Move 
songs " he did not, with a few unimportant ex- 
ceptions, write any Lieder; and when he resumed 
his adti vity in this field his inspiration was already 
impaired by the brain disease which gradually 
undermined his genius and reduced it to mere 
talent and technic. 

The " Clara songs/' as those of 1 840 might 
be called, suffice, however, to place Schumann in 
the front rank of song-writers. They were pub- 
lished in cycles, of which the following summary 
is here reprinted from the editor's Songsand Sang- 
WriferSy with mention of the best song in each 
cycle: (i) Lieder kr eis ^ opus 24. Nine of these — 
Ich wandelte unter den Bäumen and Mit Myrthen 
und Rosen — are gems; (a) Die Myrtken. Twenty- 
six songs, the best of which are Die Lotosblume ^ 
Widmung^ Lass mich ihm am Busen hangen^ Du bist 
wie eine Blume^ and Der Nussbaum; (3) Lieder- 
kreisy including the süperb Waldesgespräch and 
Frühlingsnacht; (4) Kerner cycle, opus 3 5, which, 
in the opinion of Robert Franz, includes Schu- 
mann's best songs. Among them are Wanderlust^ 
Frage y and Stille Thränen; (5) Frauenliebe und 
Lebeny including the süperb Er der Herrlichste 
von Allen yZnd Seit ich ihn gesehen; (6) Dichter liebe y 
a cycle containing the best song Schumann ever 
penned : Ich grolle nichty besides the admirable Im 
wunderschönen Monat Mai y Ein Jüngling liebt ein 
Mädcheny and Ich haV im Traum geweinet; (7) 
Liebesfrühling. The best two numbers in this 
cycle: Warum willst du Andere fragen? and Liebst 
du um Schönheit? as well as Er ist gekommen y were 
written by Clara, who therewith placed herseif 
at the head of all song-writers of her sex. Oddly 
enough, they suggest the influence of Mendels- 
sohn rather than that of her own Robert. 

After Schumann's death his widow edited his 
songs, and they were published in four volumes; 
but the third and fourth volumes include among 
their one hundred and nineteen songs only one: 
Er isfSy that rises above mediocrity. The rea- 
son has already been given. Schumann seemed to 
have a presentiment of this, for when a friend 
stupidly referred to his songs of the year 1 840 as 



" promising," he retorted : " I am satisfied with 
what I have done." He had reason to be. 

That Schumann was as modest as Schubert 
is indicated by a line he wrote to a critic who 
had named him among song-writers of the sec- 
ond rank : ^' I do not ask to stand in the first, but 
I think I have some pretensions to a place of my 
own." He certainly does hold a place all his own, 
and among his Lieder there are at least twenty 
which belong in the first rank. He worshipped 
Schubert as his model and chief source of inspi- 
ration, and would have been the first to repudiate 
the notion, promulgated by some of his admir- 
ers, that he excelled Schubert in entering more 
deeply into the spirit of the poems he set, and in 
making the piano part more eloquent and more 
subtle in details. One need but sing and play 
Schubert's last and greatest song cycle, the Win- 
ter Journeyy to see the fiitility of such a claim. 
Schubert unites in his songs almost all possible 
excellences. Schumann's chief title to glory lies 
in this, that he was one of the two or three com- 
posers who came nearest in this respeft to Schu- 
bert, who is as far above all other song-writers as 
is Beethoven above all other symphonists. 

Schumann was a man of letters as well as a 
comppser. His musical criticisms are the best and 
most poetic ever written, and he had a fine taste 
in poetry , with an aversion to mediocrity. He had 
one advantage over Schubert in that he could 
avail himself more fiilly of Heine's poems. Only 
a few of these lyrics had been printed before the 
death of Schubert, who would have set them all 
to music had he lived. Schumann seleded forty 
of them and set them to music, intensifying their 
pathos, while ignoring the touch of irony with 
which the poet himself spiced some of them. Yet 
Schumann had a decided vein of humor, which 
he allows to bubble up in some of his songs. 
Humor was the one thing that Schubert lacked. 
On the other band, he had the Shaksperian 
faculty'of entering so deeply into the feelings 
and charafteristics of others that one foi^ets his 
own Personality, whereas Schumann's songs are 
mostly autobiographic, revealing his feelings 
and experiences. He was one of those Creators 
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who are most universal when they are most per- 
sonal. 

1 . IVith Myrtle and Roses {Mit Myrthen und 
Rosen). Just as Schumann, during the first epoch 
of his Creative a<5tivity, arranged his short pieces 
into groups, under poetic titles like Papillons 
(Butterflies), Kreislerianay er Camaval; so, when 
he took to writingsongs, he issued them in cycles« 
The first of these he called Lieder kreis; its best 
number is fF'ifh Myrtle and Roses y b, song popu- 
lär throughout the world, noteworthy for itsener- 
getic rhythmic movement as well as its sponta- 
neous melody, and its refie£tion of the spirit of 
H eine's poem. 

2. Dedication {fVidmung). This has the same 
entrancing rhythmic swing and melodic charm as 
the preceding song. The ecstasy of modern ro- 
mantic love, in which all egotism disappears and 
the lover values himself only because she loyes 
him, is expressed in the music as ardently as in 
Rückert's glowing verses. 

3. The Almond Tree {Der Nussbaum). A mur- 
mur of delight always arises from the audience 
when the pianist proclaims the opening measures 
of this favorite song at the recital of a famous ar- 
tist, especially when it comes unexpeftedly, as an 
"encore." There are two ways of singing it : Mar- 
cella Sembrich's lyric way, which emphasizes the 
beauty of the music and the whispering of the 
leaves and blossoms ; and Lillian Nordica's way, 
which slightly dramatizes the poem, giving pro- 
minence to the maiden who dreams of love and 
marriage. Which of these two conceptions would 
Schumann have preferred? Probably both of 
them! 

4. The Lotus Flower {Die Lotosblume). More 
than a quarter of a Century ago poems by Heine 
had already been set to music at least three thou- 
sand times. There is no other poet, of any coun- 
try, whose verses, while charming in themselves, 
so easily amalgamate with music. His Lotosblume 
has inspired three of the greatest song-writers to 
three of their most inspired produ6tions : Schu- 
mann, Franz (whose second Lotus song, opus 25, 
is particularly beautiful), and Rubinstein, who 
based one of his exquisite duets on this famous 



poem of the flower which dreads the scorching 
sun and reserves her loveliness and fragrance for 
her lover, the pale moon — the moon being, in 
German poetry, of the masculine gender. So ex- 
quisitely perfeä is this poem that adding music 
to it seems like painting the lily and gilding re- 
fined gold. But when you hear Schumann's set- 
ting, or Franz's, or Rubinstein's, you realize that 
Wagner was right in maintaining that poetry 
and music are more potent in combination than 
singly. 

5. In the Forest {Waldesgespräch). The legend 
of the lovely sorceress, Loreley (which was in- 
vented in 1 840 by Brentano), is known to most 
persons through H eine's poem, wherein she is 
represented as a golden-haired maiden sitting on 
a rock overhanging the Rhine and luring the 
fisherman to destrudtion (see Liszt's superbly 
dramatic setting of this scene in Fifty Master- 
songs). Schumann uses EichendorflTs poem, in 
which Loreley haunts the forest on horseback 
and informs the knight who wooes her, before he 
recognizes her as the witch, that he shall never- 
more get out of the forest alive. The mystic and 
gruesome suggestiveness of such a scene appealed 
irresistibly to the romantic temperament of Schu- 
mann,whoreproduced its spirit in his music most 
admirably. As sung by a great artist like Lilli 
Lehmann or Lillian Nordica, this song never 
failed to send the cold shivers down one's back. 
At private gatherings it is advisable to read these 
elucidations and the poem before singing it. 

6. Moonlight {Mondnacht). The moon is a great 
favorite not only of lovers and poets,but of com- 
posers. Eichendorfl^'s poem could not fail to in- 
spire Schumann to one of his most chara<5teristic, 
successful, and populär songs. It is Schumann 
through and through; no other could possibly 
have written it. But it must be sung and played 
with the utmost tenderness. The atmosphere of 
the song is indicated by the words and the com- 
poser's diredions, zart, heimlich (mysterious). 

7. Spring Night {Frühlingsnacht). Another of 
those mastersongs of Schumann in which it is ab- 
solutely necessary that theperson who participates 
at the piano be a real pianist, and not merely an 
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"accompanist," Without such a pianist, this fa- 
mous song may fall fiat, however good the singer; 
with one, it never falls to arouse enthusiasm. It 
forms part of the same cycle as the JValdesge- 
sprach — the EichendorfF Liederkreis. 

8. He^ the nablest of the noble (Er, der Herr- 
lichste von Allen). The eight songs of opus 42, to 
which this belongs, are a poetic exposition of the 
life and love of women, Frauenliebe und Leben is 
the title of the poems, by Chamisso. What has 
just been said about the pianist applies also to 
this song — in fadl, it applies toallof them. There 
are, indeed, not a few in which the piano part 
is more important than the vocal; but that is 
not true of any of those included in this coUec- 
tion. 

9. 1 7/ not complain {Ich grolle nicht).Yizns von 
Bülow said that the best works of Schumann are 
those included in the opus numbers up to 50. 
This is true; and as we near opus 50 we are thrilled 
by the beauty of many of his songs. Opus 48 
includes at least four gems, among them what is 
the greatest, because the most emotional, of all 
his songs. Heine is the poet who inspired it. The 
editor may be permitted to quote what he said 
about this impassioned outburst of despair in his 



Songs and Song-JVriters and Fifty Mastersongs: 
"All the best traits of Schumann's genius are 
united in Ich grolle nicht. I am aware that some 
have affeded to sneer at this song because it is so 
populär. But popularity in the case of a composer 
like Schumann, who never stoops to conquer, is 
a sign of merit, not of dement. Indeed, Schumann 
has been more lucky than some other song-writers 
in winning the widest popularity for his best effu- 
sions." Ich grolle nicht ^^proves once more that 
the best in art is the ineffably sad." 

10. The Two Grenadiers {Die beiden Grena- 
diere). Though one of the leading operatic basses 
of his time, Pol Plan9on celebrated the greatest 
triumphs of his life singing this song of soldierly 
patriotism and devotion to his sovereign at con- 
certs. It was with the aid of such fighters, who 
forget even family ties in their eagerness to die for 
their country, that Napoleon had won so many 
battles before his defeat in Russia. With that de- 
feat this spirited song is concerned; yet it ends 
with the strains of the Marseillaise, for reasons 
which Heiners poem makes obvious. Wagner 
also set this poem to music, without, however, 
rising to the level of Schumann. His field was the 
opera. 



ROBERT FRANZ 



ROMANTIC love made a song-writer of 
Robert Franz as well as of Robert Schu- 
mann. When Franz was eighteeen years old he 
became enamored of one of his pupils. She recip- 
rocated his feelings,but their marriage plans were 
frustrated. While under the spcU of love he com- 
posed a group of songs containing the efiusions 
of his heart. A friend subsequently suggested 
that he should have them printed. Doubting their 
worth, he sent them to Schumann. Now, one of 
Schumann's most marked traits was a happy fac- 
ulty for discovering great composers. He was the 
first to proclaim loudly the genius of Chopin, of 
Berlioz, and of Brahms. When he read over the 
songs Franz had sent him, he saw at once that 
they meant the appearance on the horizon of a 
new Star of the first magnitude. Without waiting 
for Franzis consent, he sent them to a publisher, 
and then wrote a critical review of them for the 
periodical he had founded, the Neue Zeitschrift 
für Musik, in which he declared that these twelve 
songs of Robert Franz illustrated the progress 
the Lied had made since Beethoven. "Were I," 
he concluded his notice, "to dwell on all the ex- 
quisite details, I should never come to an end.'' 

Mendelssohn was no less enthusiastic. " May 
you give us many, many more works like this, as 
beautiful in conception, as refined in style, and 
as original and euphonious," he wrote to Franz. 
Here was encouragement such as a young com- 
poser has seldom enjoyed. Under its inspiring 
influence he continued to add song to song. Efe 
long Liszt became interested in his Lieder, some 
of which he transcribed for piano. He also wrote 
a pamphlet in which he gave a masterful analy- 
sis of Franz's genius and charaderistics. 

Still another composer of the first rank who 
was enraptured by Franz's music was Richard 
Wagner. When Franz visited him in Zürich, in 
1857, Wagner showed him his musical library, 
which contained, besides the works of Bach and 
Beethoven, nothing but Franz's songs. "He sang 
and played a couple of my songs for me," Franz 
relates, ^^fVidmung, and Ja, du bist elend — the 



latter being his favorite song. And how he did 
sing, declaiming them with the greatest pathos, 
quite dramatically." 

One would supposethat a composer who could 
thus stir to enthusiasm masters so diverse in their 
likes and ideals as Schumann, Mendelssohn, 
Wagner, and Liszt, must have been acclaimed 
at once throughout the musical world. Noth- 
ing of the sort. The stupid German singers made 
the samemistake in regard to the Lieder of Frznz 
that their predecessors had made in regard to 
those of Schubert, and for that matter those of 
Schumann ; for these also had to bide their day. 
Mendelssohn's alone, shallow and ephemeral for 
the most part, were in favor. 

Franz pradlically made a present to the world 
of one half of his songs. To support himself he 
played the organ in one of the churches in Halle^ 
and gave music lessons at the university, which 
also appointed him its musical diredtor in 1857. 
This would havesufHced had hishealth remained 
good; but when he was thirty-three years of 
age his hearing was impaired through the shrill 
whistle of a locomotive sounding close to him, 
and thenceforth his ability to hear tones, one after 
another, from the highest to the lowest, vanished 
gradually. From 1876 to the year of his death, 
1 892, he was totally deaf, while for nearly a quar- 
ter of a Century his right arm was paralyzed. 

These calamities compelled him to give up 
his positions as organist and conduAor in 1867. 
Luckily , at this time a pension of ji 1 50 a year 
was granted him for having so ably edited the 
works of Bach; but ten years later, when he was 
totally deaf, this pension was cruelly taken away 
from him. He might have ended his life in a 
poor-house had not Baron SenfFt von Pilsach, 
Liszt, Joachim, Niemann, Vogl, Gura, and other 
eminent artists arranged a series of benefit Per- 
formances in various cities which netted nearly 
Jia5,cxx), on the interest of which Franz was able 
to spend his last years in comfort. America con- 
tributed a good part of this gift, which was made 
available to him in 1870, on his fifty-eighth 
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birthday. Boston was at that time a hot-bed for 
Franz's art, thanks to Otto Dresel, S. B. Schles- 
inger, George Osgood, B. J. Lang, and Oliver 
Ditson,who brought out an admirable edition of 
bis songs in two volumes, which greatly pleased 
the composer. 

Lilli Lehmann has won some of her greatest 
successes in the concert hall by her singing of 
the songs of Franz, and the same is true of Jo- 
hanna Gadski. But on recital programnies,gener- 
ally, Franz is not as yet represented as fuUy as he 
will be in the future. The attitude of some of the 
singers is peculiar. To cite again from Songs and 
Song-lVriters: "One eminent singer [David Bisp- 
ham] , whom I had censured for always singing 
Brahms and never Franz, begged leave to come 
to my residence and have me point out some 
of my favorites. I did so ; he sang them and was 
much applauded. Then he went back to Brahms. 
Another famous singer, Plunkett Greene, once 
condescended to put a Franz song on his Pro- 
gramme. It received more applause than any- 
thing eise he sang, and had to be repeated. But 
he never sang any more Franz, at least in New 
York!" 

In view of the faA that Manuel Garcia, the 
greatest teacher of the Italian bei canio in the 
nineteenth Century, declared that of all German 
songs those of Franz are the best suited to the 
voice, it may seem stränge that so many of the 
recital givers have not favored them. But there 
are reasons. Schumann called attention to the 
foremost of these when he wrote that "genuine 
singers, endowed with poetic taste, are required 
for their Interpretation." Another weighty reason 
is adduced by the late W. F. Apthorp, in his val- 
uable introduftion to the volume of fifty Franz 
songs included in the Musicians Library. The 
intimate relation between voice part and accom- 
paniment everywhere to be found in Franz's 
songs "allows the singer less freedom of personal 
initiative than he is accustomed to claim. Sing- 
ing such songs comes properly under the head 
of concerted Performances; it is not quite solo 
singing. And the old-fashioned style of accom- 
panying, which aimed merely at supporting the 



voice and following the singer through all sorts of 
rhythmic vagaries, works utter ruin with Franz." 

Mr. Apthorp alsocalls attention tothefadthat 
" Franz*s broad modern treatment of the piano- 
forte, and the essentially polyphonic strudure 
of his accompaniments, present tasks to which 
the ordinary professional accompanist is hardly 
grown; they require a finished pianist and mu- 
sician." Since he wrote that there has been a de- 
cided improvement in the ability of the pianists 
heard at vocal recitals. Men likeCoenraad V. Bos, 
Viftor Harris, Romaine Simmons,IsidoreLuck- 
stone, Ossip Gabrilöwitsch, Frank La Forge, 
H. B. Turpin, and others have established an 
entirely new Standard ; and, with their assistance, 
singers can now venture to put the most poetic 
Franz songs on their programmes without fear 
of shipwreck. 

Franz wrote two hundred and seventy-nine 
songs, and among them are fewer mediocre ones 
than among those of Schubert, Schumann, or 
Brahms. Hehimself destroyed those of his eflForts 
which seemed to him to fall short of a high Stand- 
ard, and all of the others he subjeöled to repeated 
revision tili they had the highest polish he could 
impart. 

One of the principal charms of his songs is the 
melodious charader of the "accompaniment." 
The piano part is usually polyphonic, that is, it 
is melodious in every voice — in the bass and the 
middle parts as well as in the treble. Such melodic 
miniature work can be found elsewhere only in 
the scores of Bach and Wagner; and it is owing 
to it that, as Schumann said, we never cease dis- 
covering exquisite details in these songs. 

The influence of Bach is shown not only in 
this polyphonic miniature work but in the prom- 
inence, in the Franz songs, of stately, majestic 
chords, like those of the German church Choral. 
His piano parts are at the same time anything 
but old-fashioned, being, in truth, as modern as 
Chopin, who is still the greatest poet of the piano, 
and from whom Franz learned as many secrets 
of genius as he did from Bach and Schubert. 
These three were his idols, and his songs add the 
fascinating refleAion of their art to the splendors 
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of his own individual genius. The editor cor- 
dially endorses Mr. Apthorp's words: "In the 
domain of the purely lyrical Lied no greater songs 
than his can be written." 

Mendelssohn's objeAion to some of the Franz 
songs, that in them "the melody could not be 
separated from the accompaniment/' empha- 
sizes what, from the modern (Wagnerian) point 
of vicw, is one of their greatest merits. Voice, 
piano, and poem must be one and inseparable 
according to this view ; and it is important that 
whoever undertakes to sing Franz's songs should 
bear that in mind every moment. As Franz him- 
seif Said: "It is easy to sing my songs if the 
vocalist saturates himself with the poem and thus 
endeavors to reproduce the musical content," 
Wagner gave the same direAions to the inter- 
preters of his music dramas, and the most suc- 
cessful of these have foUowed his advice. 

An impressionprevails that many of the Franz 
songs are too short and intime to be efFedive at 
recitals. One might aswell say that pansies are out 
of place in gardens because their stems are shorter 
and their blossoms smaller than those of peonies 
and sunflowers. Many of these songs are indeed 
like the modern improved pansies with their soft 
velvety backgrounds on which are painted won- 
drously varied markings, brilliant, yet so delicate 
that one almost needs a microscope to see them 
all. 

Franz's songs are an inexhaustible topic of 
discussion, but we must content ourselves with 
one more remark. To Franz applies what Brahms 
once Said of Dvofak: "Dem fallt immer etwas 
he always has something to say." His 
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variety of new ideas in melody and modulation 
is astounding, and they vary not only like difFer- 
ent shades of pansies, violas, and violets, but like 
entirely diflFerent flowers, according to the poet 
who happens to be the partner. 

I . His Coming {Er ist gekommen). The rhy thmic 
Swing of this allegro agitato suggests Schumann, 
yet it is a genuine Franz, though without the 
Bach-like polyphony of the more mature pro- 
duöls. Easy and efFeftive — an excellent song for 
recitals as well as the home. 



a. Out of my souVs great sadness {Aus meinen 
grossen Schmerzen). A perusal of the poem to 
which this melody is wedded shows at a glance 
why Heine is the favorite poet of most German 
song-writers. While his verses are complete in 
themselveSjthey nevertheless seem to call for the 
sympathetic Cooperation of the sister art by their 
fanciful sentimental atmosphere. Another rea- 
son why Franz, in particular,set more of Heine's 
poems than of any other writer is that both were 
strongly influenced by folksong, and loved the 
brief, lyric poems. Few of the Franz songs are 
" through-composed ; " that is, varying in their 
music from verse to verse. Most of them are 
strophic, with an occasional change ia harmony 
from stanza to stanza. 

3 . Lassie with the Ups so rosy {Mädchen mit dem 
rothen Mündchen). This tender yet fervent song il- 
lustrates one of the chief charaAeristics of Franz. 
Like Bach, he was not content with having a mel- 
ody for the voice alone, but, as already said, made 
his songs melodious in every part, in the piano- 
forte's bass and middle parts no less than in the 
treble. Trace the melodic curves in the piano part 
of this song and you will be surprised how liter- 
ally this is true. Therefore the pianist must know 
how to make the keys sing. Franz, like Schubert, 
did this when he played, and the quality of his 
tone resembled Chopin's. 

4. Tempest and storm-furies shrieking {Das ist 
ein Brausen und Heulen). Franz Liszt had an 
unbounded admiration for the genius of Robert 
Franz, whom heproclaimed "a fixed star" in the 
realm of song-writers. Not only did he writean 
enthusiastic pamphlet about his Lieder at a time 
when few had heard of them, but he made ar- 
rangements of a number of them for the piano, 
which cannot be too highly commended. They 
are included in a volume of Liszt's transcrip- 
tions of various songs published by Breitkopf & 
Härtel. The agitated and impassioned Das ist ein 
Brausen und Heulen is among them. The opening 
measures are more stormy in Liszt's version,and 
there is no reason why an accompanist should 
not use or adapt it. But the original is splen- 
did, too. The whole song attests Franz's rare gift 
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of translating the mood of a poem into music. 
Note how the music calms down when the poet 
presents the pidure of the weeping maiden at the 
window gazing into the night and rain. 

5. Request (BiUe). Lenau's poem is quite in the 
Heine style in its expression of the ecstasy of 
romantic love. Ambros called Franz's famous 
setting of it "the prayer of a deep soul." It must 
be sung rather slowly, but with the religious fer- 
vor of a hymn — for it is a hymn to Love, to a 
woman's dreamy, soulful black eyes. 

" For where is any author in the world 
Teaches such heauty as a womaits eye?'* 

An American woman, to whom Franz showed 
a pi6hire of the wife he had just lost, while the 
tears were roUing down his cheeks, whispered to 
her companion: "Now I understand why his 
black-eyed song is so beautiful." 

6. Dedication ( fVidmung). Another love song, 
inspired, like Bitte^ by a pair of eyes. "Oh, thank 
menot for these songs.They are yours,not mine. 
I read them in your eyes and simply copied 
them." This was onc of Wagner's two favorites 
among Franzis songs. 

7. Now welcome^ my wood ( Willkommen^ mein 
fVald). Most of Franz's songs are rather slow 
and pensive, if not sad, andantino and larghetto 
being his favorite tempi. Of the lively and ener- 
getic ones Willkommen^ mein Wald is a stirring 
example, with the exhilarating atmosphere of the 
forest. It is sure of a cordial welcome at a recital. 

8. T^he Lotus Flower {Die Lotosblume). Franz 
composed two lotus flower songs : the first, to 
Verses by Geibel; the second, to Heine's famous 
poem. This is the one included in the present 
coUedtion. In beauty it equals the lotus songs of 
Schumann and Rubinstein. Why not try a group 
of lotus songs at a recital? Franz's first lotus Lied 
is also of great interest, partly because it is not 
written (except in the last verse) in the modern 
major or minor modes, but in one of the mediae- 
val church modes with which Franz's mind was 
saturated, and which are now Coming into vogue 
again. Thus do extremes meet in Franz; he is 



both classical and romantic, both mediaeval and 
ultra modern. Someof his songs, among them the 
extremely quaint Der alte Eborus (op. 43, No. 5), 
are strikingly odd in their modal efFed and at 
the same time delightfuUy melodious. Franz 
himself made a list of some of his worldly songs 
in church modes. Among them are Zu Strassburg 
auf der Schanz (Dorian), Es klingt in der Luft 
(Phrygi^n), Meine Mutter hat gewollt (Peri-Phry- 
gian). These songs also betray, like many others, 
the influence of the old German Chorals which 
are so impressive an dement in Franz's music. 

9. In the dreamy wood I wander {WandFich in 
dem Wald des Abends), Like Marie and so many 
other Franz songs, this gern is melodious in all 
its voices, instrumental as well as vocal — a duo, 
or rather, a quintet,every part of which is equally 
important. The artist who sings such a song 
shares the honors with the pianist. Why not? 
Why be selfish when more applause can be won 
by being unselfish and intent only on enabling 
the audience to enjoy thoroughly a master-work? 
In Franzis songs singing is not an end in itself, 
but only a means, like an ador's voice. 

10. The rose complained (Es hat die Rose sich 
beklagt). This is probably the most populär of all 
the Franz songs, and fiiUy deserves its vogue. 
If sung — and played — with tenderness and po- 
etic appreciation, the music is as fragrant as the 
rose it immortalizes. Notice the exquisitely plain- 
tive efFeft, in the pianoforte part, of the two C's 
following the word beklagt. A pianist who knows 
how to play poetically will slightly accent those 
two tones and linger over them. The tremendous 
popularity of this song, notwithstanding the fad 
that the pianist leads ofF with the melody and 
has quite as much to say as the singer, is a rebuke 
to those singers who think only of parading their 
own accomplishments. A pleasant Illustration of 
the popularity of this "Song of the Rose" was 
given a few years before Franz's death, when a 
number of Russian ladies sent it to him embroi- 
dered in gold. Many of the Franz songs deserve 
to be thus embroidered. 
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WHILE Rubinstein was bornwith a gold 
spoon in his mouth^ he labored under the 
disadvantage that, as he himself used to say half 
humorously, half regretfully, the Russians looked 
on him as a German and the Germans as a Rus- 
sian^ while the Jews treated him as a Christian 
and the Christians as a Jew. 

His father was a Russian Jew who had gone 
over to the Orthodox Church ; his mother,a Prus- 
sian Jewess, whose maiden namewas Löwenstein. 
From her he inherited his musical gifts, and she 
it was who gave him his first lessons. In truth, 
there was not much to give; like Schubert and 
Liszt, he seemed to know every thing by instin A. 
Ina short time he knew more than his mother^ 
who therefore put him in charge of a Moscow 
teacher named Villoing,who instruAed him from 
his eighth to his thirteenth year. After that he 
taught himself, like Chopin and Liszt, both of 
whom, by an odd coincidence, had also reached 
the endoftheir piano lessons with their thirteenth 
year. Chopin and Liszt were among those who 
heard him play in Paris in 1 840, and they pre- 
dided a brilliant career for him. He, on his part, 
was impressed deeply by the music of Chopin 
and the playing of Liszt. As he himself subse- 
quently related : " At that time I was a devoted 
imitator of Liszt, of his manners and movements, 
his trick of tossing back his hair, his way of hold- 
ing his hands, of all the peculiar movements of 
his playing." 

£re long, Rubinstein came to be looked upon 
as being, next to Liszt, the greatest of pianists 
then living. Yet his success was not every whcre 
immediate. In a reminiscent mood he once re- 
marked : ^^ When I first went to England and was 
youngand could play,l used to perform to empty 
halls. Now that I am old and cannot play, they 
all go wild over me and cannot find a hall big 
enough for me to perform in." 

One of his most brilliant concert tours was in 
1 872-73, when hevisited America and gave, with 
the great violinist Wieniawski, two hundrcd and 
fifteen concerts. This involved much hardship of 



travel, besides mental torture becauseat that time 
musical culture was rare in the United States. But 
he earned a large sum of money, which enabled 
him to devote more of his time thereafter tocom- 
posing. The laureis and the encomiums that were 
heaped on him as a player soon ceased to satisfy 
his soaring ambition. Unfortunately, he spent a 
vast amount of time in composing operas. No 
fewer than nineteen, some to Russian, others to 
German texts, were launched by him in rapid 
succession; but most of them had only a short 
life, partly because the librettos were poor, partly 
because Rubinstein was not a born dramatist. 
He might have succeeded had he been willing 
to swim with the Wagnerian current, which was 
becoming more powerful every year; but he hated 
Wagner, tried to swim against the current, and 
was swept away. 

Yet there are many beautiful pages in his op- 
eras that are worth saving. Of his instrumental 
works, many have given delight to hundreds of 
thousands of music lovers. His "Ocean" and 
"Dramatic"symphonies are master-works of im- 
passioned melody ; his piano concerto in D minor 
has only three or four equals in sustained inter- 
est of ideas and tonal charm. Among his pieces 
for piano solos are many gems, some of which 
are still music of the fiiture. Every now and then 
Paderewski, Josef Hofmann, Slivinsky, or Lhe- 
vinne plays an unfamiliar Rubinstein piece which 
makes one wonder why it was so long ignored by 
concert pianists. 

It was a wonderfiil experience to hear him play 
his own music or that of the other masters, as 
the editor of this volume can attest. It must have 
been still more wonderful to hear him improvise 
in his own music room. One of his pupils. Adele 
Hippius, relates how she heard this pianistic lion 
in one of his roaring moods. " He grew excited, 
heated, hair feil over his forehead; he and the 
piano seemed to make but one. Then appeared 
an exquisite melody, accompanied by chords in 
the bass and strengthened by the surging of 
powerful arpeggios over the entire Instrument. 
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He increased the difficuldes, he stormed like füll 
orchestra^ the piano almost gave way under his 
hands.The Impression was so overwhelming, my 
nerves were so wrought up, that I feit stifled. I 
glanced at my neighbor — she had left the room 
weeping. We all had a feeling of involuntary ter- 
ror, as if in presence of some elementary power 
of nature. Yes, Rubinstein was in truth awe-in- 
spiring/' 

Only a genius can produce such an efFedl on 
educated listeners. And Rubinstein evinced his 
genius in his composing, even more than in his 
playing. Much of his music is mediocre — but 
of what composer cannot the same be said? He 
spoiled many of his loveliest ideas by hasty and 
careless workmanship. This cannot be denied, 
but it has been too much emphasized tothe detri- 
ment of his really inspired and finished works. 
Mcnofgeniusmustnotbe judged by theirfaults, 
but by their merits. As Saint-Saens has put it: 
" Ce rCest pas Fabsence de defautSy c*est la presence 
des qualites qui faxt les grandes ceuvres et les grands 
hofntnes** 

What Rubinstein himself wrote in regard to 
Schubert, " his melodies atone for all blemishes, 
if there really are any," applies to his own com- 
positions, in which beautiful — sometimes thrill- 
ingly beautiful — melodies abound, After a pe- 
riod of theoretical interest, among musicians, in 
discord and declamation, there is at present a de- 
cided reaftion in favor of melody; and this reac- 
tion will bring back Rubinstein on the crest of a 
wave of popularity. 

It is especially in regard to his songs that this 
prediftion may be safely made. While his operas 
were never sung much outside of Russia (al- 
though there is more good music in The Demon, 
The MaccabeeSy NerOy and Feramors than in most 
of the works that have been produced in Italy, 
Germany, and France since the days of Verdi, 
Wagner, and Bizet,or in any of the operas written 
by Rubinstein's rivals in Russia), his songs have 
enjoyed immense popularity for several decades, 
all over Europe and America, and their day is 
far from being over, as any one who will sing 
the ten chosen for this volume will admit. These 



are, indeed, among the most populär songs in 
the World, and will remain so because of their 
melodic originality and charm. 

I. The Dream (Der Traum). The publishers 
who were constantly urging Schubert to write 
easier accompaniments would have been pleased 
with Rubinstein, who, though almost as brilliant 
a virtuoso as Liszt, difFered from him, among 
other things, in usually composing simple piano 
parts for his songs. But while simple they are 
none the less charming, as witness The Dream, a 
melodious song to which Schubert would have 
been proud to sign his name. 

a. Tearnings {Sehnsucht). Appassionato is the ap- 
propriate expression mark for this song which, 
in successive verses, expresses the poet's eager 
desire for a sweetheart ; for a black-maned steed 
on which to career madly o'er the plains ; for a 
boat to ride the stormy billows. The last verse 
subsides through a ritardando of twelve measures 
into the longing for a dream. 

3. There was an aged monarch {Es war ein alter 
König). Rubinstein's opus 32 is a notable coUec- 
tion of six songs, no fewer than three of which 
are included among his ten best, chosen for this 
volume: Es war ein alter König, Du bist wie eine 
Blume, and DerAsra. Heine,favorite of thesong- 
writers, inspired them, it is almost needless to 
say. Who but he could so tersely have told the 
tragedy of the old monarch's young wife who 
had to die with the young page who loved her 
too well ? 

4. Thou V/ lovely as aflower {Du bist wie eine 
Blume). One of the world's greatest mastersongs; 
few have been sung so frequently, or given plea- 
sure to so many; and while many other compos- 
ers set this great poem of Heine to music, none 
have surpassed Rubinstein in melodic charm. 
A simple but exquisitely inspired song like this 
comes under the head of what some one has hap- 
pily called "tremendous trifles." 

5. The Asra {Der Asra). This is the greatest of 
all the Rubinstein songs, and also the most pop- 
ulär ; a song that will be sung as long as any of 
Schubert's, Franz's, or Grieg's. Vocal, spontane- 
ous, charming in every measure, it is a produft 
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of pure genius. What a swing to the mclody! and 
how quaint and exotic are its Oriental intervals 
at the words "Welche sterben wenn sie lieben" 
— so appropriate to the romantic story of the 
Arabian slave who grows pale every time he sees 
the princess, because he belongs to the tribe of 
the Asra, who die when they love. 

6. Golden /it my feet {Gelb rollt mir zu Füssen). 
The quaint Oriental intervals referred to in the 
comments on T^heAsra charaderizealso thewhole 
group of Persian songs which Rubinstein com- 
posed to twelve of Bodenstedt's Songs of Mirza 
Schafiy. The most spontaneous, buoyant, and 
populär of them is this love song, sung on the 
banksof the river Kura. Hans von Bülow thought 
it Strange that Rubinstein should have been able 
to conceive in his own mind such "Persian** col- 
oring; but, as I pointed out in Songs and Song-- 
WriterSy "Rubinstein did not originate these 
quaint intervals and turns; they are charaAeris- 
tic of Oriental music in generale the song of the 
priestess in Verdi's Aida being a charming in- 
stance. Rubinstein's Hebrew blood made it the 
more easy for him to assimilate such Oriental- 



ism. 
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7. Be not so coy {Thu* nicht so spröde). Another 
love song, belonging to the same set (opus 34) 
as the preceding. Simple and brief though it be. 



it can be made efFeAive at recitals, as Geraldine 
Farrar has shown. Though the music is sufficient 
unto itself, as in most of Rubinstein's songs, the 
efFeftive delivery of the text is in this case of 
importance. 

8. Heardye his voice {Vernähmet ihr). Friedrich 
von Bodenstedt provided the poem for this in- 
teresting song also. His verses naturally appeal 
to composers, almost as much so as Heine's. 

9. Now shines the dew {Es blinkt der Thau). It 
cannot be said that all, or even the majority, of 
Rubinstein*s one hundred and fifty-five songs 
are worthy of his genius. Not a few are trivial in 
theme or careless in workmanship. Some, after 
starting well, fizzle out lamentably ; indeed, it 
was a charaderistic of Rubinstein to be too much 
in a hurry — to end a good piece in a slovenly 
fashion. Es blinkt der Thau, quite the contrary, 
ends with half-a-dozen measures that are among 
the most beautiful of his inspirations. They fall 
chiefly to the part of the pianist. But the vocalist 
has his füll share in the beauties of this famous 
song. Bernhard Vogel liked particularly "the 
song of the nightingale** in the accompaniment. 

10. Good Night {Guf Nacht). A Thomas Moore 
song: "Good night, good night, and is it so;" 
the ninth of the ten songs from the French, 
Italian, and English included in opus 83. 
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REGRETS are often expressed that Eng- 
lish vocalists, unless they use a foreign lan- 
guage unintelligible to most of cheir audiences, 
are obliged to sing the songs of the great mas- 
ters in tränslations, which, however good they 
may be, can never quite take the place of the 
Originals. Fortunately, one of the greatest of the 
song-writers has proved an exception to this rule. 
Some of Jensen's very best songs were composed 
to English words. This alone ought to commend 
them to the attention of American and English 
singers, professional as well as amateur; but their 
claim to distinguished consideration is quadru- 
pied by their great musical value and their idio- 
matlc vocal qualities, which, in combination with 
the other merits referred to, always ensure the 
joyous applause and often the demand for a rep- 
etition which so pleases the singers. But before 
commenting on the songs referred to, let us cast 
a glance at their composer and his career. 

Adolf Jensen was one of the few great Ger- 
man composers belonging to Prussia; he was 
born at Königsberg, in 1837. For the most part 
he was self-taught, although he had some lessons 
of Liszt, Ehlert, and Marburg. His chief sources 
of musical inspiration were Schubert, Schumann, 
and Wagner, whom he worshipped. His life 
was uneventfiil. He composed, he conduded, he 
taught, inRussia,in Copenhagen (where he came 
under the influence of Gade), in Königsberg, in 
Dresden, and finally in Graz, where he died at 
the early age of forty-two. His life had been a per- 
petual struggle against pulmonary disease and 
poverty. Although his piano pieces were almost 
as good as Mendelssohn's and his songs much 
better, he failed to win much popularity except 
with some of his songs, which became favorites. 

Like all the other m asters, he wrote too many 
songs, — about one hundred and sixty altogether, 
— the result being that the best are in danger of 
falling into oblivion in Company with the medi- 
ocre ones, of which there are not a few. But, as 
Dr. Riemann remarks, the Jensen Lieder include 
"a treasure of poetico-musical sentiment;" to ig- 



nore these is an aesthetic blunder — nay, a crime, 
of which no singer should be guilty. Original 
melody,stirring harmonies, flowingrhythms,and 
enchanting tone-colors abound in them, and can- 
not fail to arouse the enthusiasm of singers and 
listeners alike. 

Jensen knew Schumann personally and corre- 
sponded with him ; and his first thirty-five songs 
were composed under Schumann's influence. 
Later in life he was completely overwhelmed by 
the grandeur and the dramatic power of Wag- 
ner's music dramas. In 1870, after securing a 
copy of the score of Tristan and Isolde ^ he wrote 
to a friend that for a week he had revelled in 
ecstasy over it without getting to the end of the 
first adl. Harmonically he learned from Wagner, 
as Wagner had learned from Liszt, and Liszt 
from Schubert; and his later songs are favora- 
bly influenced thereby without being in the least 
imitative. 

Among the Lieder which benefitted by his 
Wagnerian studies and enthusiasm — the first 
German mastersongs which betray the alluring 
influence of the Bayreuth master — are the Eng- 
lish songs to which reference was made in the 
opening paragraph, the songs included in opus 
49-53. Some of them are charaderized by a dra- 
matic Swing which, here and there, suggests both 
Wagner and Schubert; yet they are thoroughly 
andadorably Jensenish. Noone but Jensen could 
have composed them; they have an individual- 
ity,an originality, which betrays geniusof the first 
Order. These English songs are settings of seven 
poems by Burns, seven by Moore, four by Cun- 
ningham, six by Scott, and six by Tennyson and 
Felicia Hemans — thirty in all. Arnold Niggli, 
who has written an interesting book on Jensen 
(in German), writes that when Jensen composed 
these songs he consulted four translations be- 
sides the Originals, lest he miss some of the more 
subtle details. He himself was particularly proud 
of these songs, which he referred to, two years 
before his death, as his ^^ last and grandest ex- 
cursions in songland.'* 
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For a few morc refleftions the cditor may bc 
allowed to citc a paragraph from bis Songs and 
Song-fVriters : "It was tbe dramatic impulse in 
Jensen tbat made bim usually avoid stropbic 
repetition and compose bis verses in detail. An- 
otber respeft in wbicb be difFered from bis con- 
temporary, Franz, was tbat,as beconfessed in one 
of bis letters, be bad not mucb belief in tbe spe- 
cial cbaraderistics of tbe keys ; and, tberefore, did 
not seriously objed to transpositions of bis songs, 
foralowervoice. He preferred,bowever,to do tbe 
transposing bimself, altering tbe cbords so as to 
make tbem sound well in tbe lower position." 

I . Press thy cheek against mine own {Lehn* deine 
Wang ' an meine Wang*\ Tbis is tbe first of bis 
songs wbicb Jensen considered good enougb to 
print. Music lovers tbrougbout tbe world found 
it so very good tbat it promptly made bim famous, 
and tbe enormous sales would bave made bim 
rieb, too, if tbe relations between composers and 
publisbers in Germany bad been at tbat time 
wbat tbey sbould bave been; but be remained 
poor all bis life. Tbe late W. F. Aptborp, in tbe 
book of Forty Songs by Jensen wbicb be edited for 
tbe Musicians Library, was, indeed, scandalized 
by wbat be considered tbe excessive popularity 
of Lehn* deine fVang\ He admits tbat it is "a 
Condensed epitome of wbat is most cbarafteristic 
of bis genius," but adds tbat "tbere is also in it 
a sometbing wbicb was not cbaraderistic of its 
composer at all : a streak of triviality and vul- 
garity. No song," be furtber asserts, "cver got 
to be as populär as tbis witbout a toucb of vul- 
garity." Here we bave an amusing instance of 
professional "bigb-brow" contempt for mere 
music lovers (tbougb it is a bistoric fad tbat tbe 
music lovers bavealways "won out" wben tbey 
difFered from tbe professionals). Tbe editor of tbe 
present volume always disagreed most empbati- 
cally witb Mr. Aptborp, botb as regards populär 
songs in general and Lehn* deine Wan^ in partic- 
ular. After submitting it to tbe litmus paper and 
all known microbial and bafterial tests, be bas 
been unable to find in it a single vulgär or trivial 
measure. He bas found it — as all tbe world con- 
siders it — a splendid, luscious setting of Heine's 



famous poem, bubbling over witb emotion, witb 
a passionate melody and voluptuous barmonies 
— can any one fail to be tbrilled by tbe B natu- 
ral for tbe tbumb (wbicb sbould empbasize it) in 
tbe lines beginning ^'And wben in tbe glowing 
flames." A delicate poetic toucb is tbe pianissimo 
ecboof tbe last sixmeasures,marked 'Mike a sweet 
memory." 

2. A breath of spring {Wie Lenzeshauch). "In 
moderate time, witb mucb feeling," tbis song 
must be sung in order to produce its proper ef- 
fed. Niggli finds its melody like "agentle kiss 
from maiden lips.*' It was publisbed as opus 9, 
witb seven otber songs for mezzo soprano or 
baritone. 

3. From slumber awaken {Und schläfst duy mein 
Mädchen). It is wortb noting tbat, besides tbis 
song, two otbers of Jensen*s best ten are in bis 
opus 21. Some judges even add a tbird : tbe Fan- 
dero song, witb its Suggestion of Spanisb sounds 
for wbicb tbis composer bad a special prediledion. 
In From slumber awaken tbere is no Andalusian 
local color,altbougb it is across tbe Guadalquivir 
River tbat tbe sleeping maiden is called to es- 
cape. In its simple strudure and its polypbony 
tbis song comes nearer to Franz tban perbaps 
any otber of Jensen's. 

4. Murmuring breezes {Murmelndes Lüftchen), 
Tbis favorite slumber song also belongs to opus 
21. Tbe words are by an unknown Spanisb poet, 
translated into German by Paul Heyse. "Tbe 
arabesques of tbe piano seem to be woven witb 
tbe beams of tbe soutbern füll moon," as Niggli 
remarks. Note tbe una corde alfine and tbe direc- 
tion " witb gentle motion, as delicately as possi- 
ble.'Xommenting on tbis song and its composer, 
W. F. Aptborp says : " If tbere is one word wbicb 
describes bis babitual vein better tban anotber, 
tbat word is Muscious'! Tbe song Murmelndes 
Lüftchen . . . is probably tbe most tborougbly 
cbaraderistic tbing be ever wrote." 

5. Where flows the bright river {Am Ufer des 
Flusses^ des Manzanares). Opus 21 once more. 
Wbile Julia Culp and Elena Gerbardt include 
tbis famous song among tbeir favorites (of wbicb 
special colledions bave been printed), it depends 
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for much of its efFed on the pianist, who must be 
able to Imitate the mandolin in the accompani- 
ment, playing with extreme lightness of touch, 
and careful pedalling. Again the words are by an 
anonymous Spanish bard, who shows that there 
is a poetic side even to so prosaic an ad as washing 
linen and hanging it up to dry in the wind. 

6. O stay thy passing ^golden moments{0 lass dich 
halten y goldene Stunde). An exquisite melody, ten- 
der and expressive, a perfeft pi6hire in tones of 
a peaceful summer night. The epilogue, say s Nig- 
gli, is " like the fading light of the moon in the 
bushes." 

7. My heart *s in the Highlands {Mein Herz ist 
im Hochland). With this number we reach the 
climaxof Jensen's creativeaftivity — the splendid 
English songs referred to in the introdudion. He 
himself considered them the best of his songs, 
and good judges like Brahms and Lassen agreed 
with him. Niggli finds them a string of pearls. 
"They are,'* he says, "sublimated art-songs, 
which require of the singer, the player, and the 
hearer loving absorption, but which, if that is 
given, doubly enchant the mind and the senses 
with their beauty and fragrance." All the count- 
less settings of Robert Burns's My heart' s in the 
Highlands fade into insignificance compared with 
Jensen's mastersong, with its rapturous, breezy 
melody. And what exultation in the piano part! 
Hugo Wolf could never have said of Jensen what 
he said of Brahms: that he did not know how 
to exult in his music. At the same time there is 
a touch of homesickness. 

8. H^hen through the piazzetta (Wenn durch die 
Piazzetta). Seven poems by Burns, seven by 
Moore, four by Cunningham, six by Scott, and 



six by Tennyson are included in Jensen's cyclc 
of songs from the British Isles. Somewhat oddly, 
they are the first of his songs which betray the 
influence of Richard Wagner, especially in the 
dramatic settings of ballads by Scott and Cun- 
ningham. It is in two of the Moore songSy' PfTien 
through the piazzetta and Rowgently here^ mygon- 
dolier! that the music is most inspired. In his ex- 
cellent book on Jensen (in which all his impor- 
tant songs are briefly described), Arnold Niggli 
writes regarding these two songs that in the first- 
named,''in which the guitar-like accompaniment 
emphasizes its charader as a Serenade, the singer's 
love ardor is touched by a breath of melancholy; 
while the second serenade, Rowgently here, floats 
dreamily on the waters like the soft light of the 
moon." 

9. Rowgently herCy my gondolier! (Leis' rudern 
hier^ mein Gondolieri). " Floats dreamily on the 
waters like the soft light of the moon" is, in- 
deed, a good description of this quasi- Venetian 
music to the exhortadons of the youth who goes 
a-serenading. It would be better if the high G 
at the end climax were on "angels" (as it is in 
the German text) instead of on " we," but that is 
a minor blemish in a mastersong. 

10. Lullaby of an Infant Chief {Wiegenlied). 
Two slumber songs are included among the Eng- 
lish settings of Jensen : one, from Tennyson's 
The PrincesSy charmingly Chopinesque in its har- 
monies; the other, from the Scott seledions. If 
the latter — the Lullaby of an Infant Chief — is 
more sombre and less conventional in its rhyth- 
mic flow than the other, there are good reasons 
therefor, which a perusal of the poem with its ref- 
erences to bugles and future battles makes clear. 
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est child, 
bes Kind, 



come, 
komm, 




decresc. 



FP 



' i ".|j ji j'j"j''i"i i i l 



" '~~'P'^ -P— — — 1 




V 



%J 



m 



t 



■a 



geK 



with me ! 
mit mir! 



P 



<9-^ 



1 



Sudi mer 

gar schö 



ry 




m 



j-j-j-j- ij- j- j- j- ij-j- ^^ 




t^ 



plays 
Spie 



i 



rii 



^ 



I 



play. 

spiel'. 




¥. 



■n. 



with thee. 

icA witV dir; 



For 
mancH 




^ 



'iHHm\ 



s 



f^^f^ 



^^^ 




^ 





^ 



t=^ 



_i 

there. 



And my moth 




TWßt - ne 



er has man-y 

^er hat manch 



gold 



en robesfor 
den Ge 



1 ^ ij vj»j] ^g 




n 





^ 



«; 



? 



thee." 
wand'.' 



m 



Mein Va 



• M c rr « r I 



^ 



t 



My fa - ther, my fa - ther, and hear - est thou not 




What the 



ter, mein Va - ter. 



und hö 



rest du nicht, 



was 





^ 



^p p I r "f I 



fe 



? 



-©- 




Erl-king whis.pers 
Er - &n - iö* - nig^ 



so soft 
?nir lei 



m 



my ear ? 

rer - spricht? 



Be 





qui - et, 
rw - hiff, 



oh, be qui - et, my child; 

blei - be ru - hig, mein Kind; 



Tis but the dead leaves stirred by the 
in dür- ren Blät - tern säu - seit der 
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^ 



daugli - ters fair shall wait on thee, There my daugh -^ ters lead in the 

Töch - ter 8oi - /rn didi war . ten schön} mei - ne TöA - ter ßih - ren den 



i JTJ^^JJJJJ-'JJ 




.LTWjjjj^rj i jiJi i Jjijj^Ji-} 



J^^ J^ J 




ji j>r v«^' 1 ^ ^' p r P ^ 



^^ 



m 



rev . eis each night, They'Using and fhey'U dance and they'U rode thee to sleep, They'U 

näAi - li - dien Reihn und zote - gen und tan . zen und sin - gen dich ein, sie 




^^^^^^^^^^^^^^^ 



g^ 





i^ i^ 



\ i J J^ 



t; 



I? r M 1 ^ ^ 



to sl 



p 



£ 



^ 



Sing and they^l dance and they'll rock thee to sleep/' 

lOM - ^^en tintf /an - j?en uttrf «in - gen dich ein!' 




ML -680-9 




fa 

Va 



C 



S 



ther, my^ fa - ther, 
ter, mein Va - ter, 



and see 

und siehst 



est 
du 



thou not 
nicht dort 



the Erl-kingfedaugh-ters in 
Erl - kö - niffs Töch - /er am 





i 



^M 



«2. 



* 



♦ 



m^ 



^^ 






i 



see, 
sc/i 



^ 



^9^ 



sg 



and 



CS 



I kno^'^ 

ffe - nauj 



^ 



s 



f 



ä 



s 



'Twas on - ly the old - en wil 

CS schei-nen die al - ten Wei 



low so 

den 80 



7? — 

gray. 
grau. 
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W 



i 




E 



p 'u r ff f 



Izaz: 



E 



^ 



love 

fo'e 



lee so, thy 

be dich, mich 



beau - ty has rav.ished my sense; 

reizt dei - ne schö - ne Ge - stalt, 



And, 
und 



wiU 



ing or 
du 7iicht 





£ 



Ü 



22: 



^ 



^ 



j> 



fe 



not, 
wil 



I 



wiU 



so 



car 

braucK 






thee hence/' 
Ge - zvalt/ 



My 

Mein 



fa 



ther, 
ter, 



my 

mein 





t 



\i 



now 



grasps 
fasst 



he 



er 



f 



my arm, 
wicA an / 



i=iL 



(^ 



The Erl 
Erl 



«^ 



^ 



king has 



kö 



mg 




• ;• r ;• 



T=r=r=r 



r=rrT 




s 



I 






Je 



f 



<9-^ 



^ 



jt 



i 



seized 
hat 



me, has done 

mir ein Leids 



me 



härm! 
than! 



The 
Dem 
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9 




k 



accelerando 



U J i i 



^ 



TT 

fa 



■^ 



ther shud - ders, 

ier ' grau - sefs, 



^ 



i 




he 

er 



rides 
rei 



like the wind, 

/e^ ge - schwind, 



He 
er 





k 



^ 



%=^fa^ 



r r > r 



I 



clasps to 



Ääft 



in 



bis 1)08 
Ar 



om 

fnefi 



the 



pale, 
äck 



sob - bing child; 
^en - £fe Kind, 





k 



^^ 



i 



< r I r' 



He reach 

reicht 



f. 



f 



er- 



es home with fear and 
de7i Hof mit MüH und 





k 



iJ i - 



dread; 
Noth; 



Recit. ^ 



^ 



Clasped in his arms the child 

in sei-nen Ar- men das Kind 



m 



i 



was dead. 
war todt. 



Andante 



I 
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CiEORG FILIPP SCHMIDT (1766-1849) 
Translaied hy Arthur Westbrook 



THE WANDERER 

(DER WANDERER) 

(Composed in 1816} 

(Original Key, E) 



FRANZ SCHUBERT, Op.4,N9l 



PIANO 



Lento (Jr63) 





te 



v >> Jl^J^. Jlp'f M.J 



I come here from my mountains lone, 
Ich Jiom - me vom Ge - bir - ge her, 





W i vJ^J. J^[ 



(9-^ 



n < »Pf i\^^\'> * •^ \ ^ 




The vale is dim, 
es damj>ft das Thal, 



The sea doth moan, 
es braust das Meer, 



the sea 
es braust 



doth 
da^ 




^ 



-^ 

moan. 

Meer. 



" V'to ^ 



> ÄP 



< ,r r ?f^ i r 




I wan-der on withpain and care, 

Ich wand'le still, bin we - nig froh, 




pp 




^ 




\ 
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ir - er asks my sigh - ing, Where?" ev 
» - mer fragt der Seuf - zer: Wo? im 




And ev - 

und im - mer 



- er, 
- mer: 



"Where?" 
Wo? 



The 
Die 





f^ pM^' l ^ 



^ 



sun to me seems here so cold, The flowVs are fad -ed and life is old. Their 

Sott • ne dünkt mich hier so kalty die Blü - - the welk^ das Le - - ben alty und 




iii i- i -^ 



^ 



I 1> 



^ 



rf 




speech doth seem but emp - ty sound, I feel 
was sie re ~ deriy lee - rer Schall, ich hin 



a stran - ger ev - 'ry-where . 
ein Fremd - ling ü - ber - aU. 





PiÜ mOSSO rj?/»«« geschwinder) 



^^ 



P 



i 



^ 



ri i r'f f J^if 



»=y^ 



Where art thou, where art 

Wo bist du, wo bist 




thou, 
du, 



My be - lov - ed land? 
mein ge - lieb - tes Land? 



jffffjj ^ tf-j;, 



In 
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m 



^ 



itope,. 

sucht, 



p 



^ 



CL 



^^ 



■O- 



I seek, 

ge - ahnt^ 



yet nev 

und nie. 



i 



i 





AUegTO (Geschwind) 

^mj V in I r ff r P 



know. 
kanni! 




< y < p I 



That land, that landwhere hope is green, 
Das Land, das Land so hoff-nungs-grün, 





f 

for 



hope is green, The land 'vollere ro - ses bloom for me; Where roam the friends so 
hoff" nungS'grün, das Land, wo mei - ne Ro - sen hlüKn, wo mei - ne Freun - de 





dear to me, Where all my dead will live a - gain, That land where they my 
wan-delnd geKn, wo mei - ne Tod - ten auf - er-steh'n, das Land, das mei - ne 
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Tempo, Adag'iO-d^e anfangs, sehr langsam) 




lan - guage speak, O 

Spra - che sfrichi, o 



land, where 

Land, wo 



art thou? 

bist du? 





Wte 



r "P r J' 



I wan - der on with pain and care, 
Ich wand-le stilL bin we - nig frohy 



< ^ r' M 



And ev - er 

und im - mer 




: f: | ) : >; j: 1 ?=»^ 



^ 



-o- 




I 



_ \rmw4mt 



e) 








flW J- J^ 



m 



asks my sigh - ing "Where? " ev - er, "Where?" In spir- it-voice the answer comes: 
fragt der Seuf - zer: wo? im - mer: wo? Im Gei - ster-hauch iönfs mir zu - rück: 





There,\vherethou art not, there is 
„Dort, wo du nicht bist, dort ist 



thy rest!" 
das Glück!'' 
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DEATH AND THE MAIDEN 

(DER TOD UND DAS MÄDCHEN) 



MATTHIAS CLAUDIUS (1743- 1815) 
Tranalaied by Arthur Weaihrook 



(Composed in 1817) 
(Original Key, D minor) 



FRANZ SCHUBERT, Op. 7, N9 3 



PIANO 




ModeratO (Massig) (J : 54) 



g y^ 




^ 



^^ 



^m 



^m 




te 



pOCO piu tnoto (Etwas geschwinder) 



m 



t) 



- Mp 



f 



t 



(THE MAIDEN) Pass on - ward, 
(DAS MÄDCHEN) Vor - ü . her! 



^ 



JL. 



^^ 



Öh! pass on . ward, 

flcA, ror - ü - her! 



Go, 





HHp 



p f P 



*^ 



k 



^ 



t 1^ I ? 



wild and blood - less man! 

wil ' - der Kno . chen-mann! 



I am 

Ich bin 



still young, 

wocA j'ungj 



A. 




«; 




way then, 

He - ier/ 



" p r r ir ^ 



and touch me not, I pray, 

und ruh - re mich nicht an. 



^^ 



J i j - I 



Oh, touch menot, I pray. 
und ruh - re mich nicht an. 
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15 



/T\ 



Tempo I 



s 



^ 



i 



(DEATH) Give me thy hand, 
(DER TOD) Gieb dci . ne Hand, 



my 

du 



fair and ten - der 
schön und zart Gc 



t; 



5=^ 



^: 



z: 



JRP dim. 



rnHi- .1 J J 



i 



^ 









♦=^ 



2 

77 



5=^ 



9- 



^ 



^ 



fiPi* 






t; 



w .1 < j I j. 



child, 
hild! 



■ JO J^ 



^ ' o 

As friend I come, and not to chas . 
bin Freund und kom - me nicht zu stra - 



. ten. 
. fen. 



^^ 



Be of good 
Sei gU' tes 





li- .1- J 1 .1- ^ 



C 



^ 



cheer! 
Muths! 



1 bring thee rest; To sleep with - in these fond arms ' has - 

ich bin nicht wild, sollst sanft in mei - nen Ar - men schla - 
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MY PEACE THOU ART 

(DU BIvST DIE RUH) 

(Cofflposed in 1823) 
(Original Key) 



FRIEDRICH RÜCKERT (nss- i-söc) 
Translaied hy Edwar4 Roioland Sill 



FRANZ SCHUBERT, Op.59,N93 



Larghetto (Langsam) 



PIANO 




hl jj7'^j"3 





V 



r 



p ^: g I r 



? 



My peäce 
Du bist 



thou art, 

die Ruh, 



thou 
der 





-Sr^ 






k 



^ 



blest: 



^m 



En - ter 
7cA wei 



^ 



^ 



mme eyes, 

he dir 




this— heart draw. 
voll — Lust — und 




English words used by ßermission 



Oliver JDitson Company 



ML 



V. 



near, 

Schmerz 






tJ 



o 

zur 



come, 
Woh 



O dwell 
nung hier — 



for — ev - er 



- here, 
mein Aug^ und — Herz,. 



m 



m 



I 



£ 



^ 



e 
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for ev - er here. 

mein Aug^ und — Herz. 





p P' ^ i r 



P 



I 



En- ter, and close 

Kehr^ ein bei mir, 



the 
und 



door, 

sdilie 



^ 



^^ 



and 

sse 





k 



tii 



P P' g i r 



p 



i 



come, 
du 



% 



fcfe 



Änd be 
still hin 



this breast 

ter dir 



thine end 

die Pfor 



less 
few 



home,- 
zu. 




^ r T 
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P P' PI 



Shnt out all woe, _ 

TreiV an - dem Schmerz 



all— less-ercare and woe, 

au8^ die - ser Brusif 



I would thy 
voll sei dies 




m 



V 



p 



hurt 
Her» 



sz 



? 




and— heal- ing know, 

von—r- dei - ner Ltist) - 



thy— hurt and heal* ing 

von — dei - - ner 





fe 



«7 



r p- P IT 



£ 



P 



fe 



1 



I 



i 



Clear light that on 

Dies Au - gen - zelty 



my soul 

von dei • 



hath shone, 
- nem Glanz 



my 
al 
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Mi 



I 



i 



m 




soul 
lein 



hath 

er - 



shone, 

- hellt, _ 



StUl let it 

— ^ füW es 



shine 
ganz,. 



fromthee a 

fÜll^ €8 





^ 



i 



^ 




S 



^ 



P 



P 



ganz/. 




^^ 



Clear light that on 
Dt^s Au ' gen «- j^e/^; 



my 
von 




g 



s 



* 



^f-^ 



hath shone, 
ficm Glanz 



my soul 



hath shone 9 
er - A«//^^ — 




StiU let it 





shine 
ganz. 



from thee a 
fülV es 



lone. 
ganz! 




^ Accordvng to the original ndition 



i^ 



The original MS, ha» not been Jbund 



ML-698-4 



so 



*'The Lady ofthe Lake" 

SIR WALTER SCOTT (i77i- 1832 > 
German text by Dn Adam Siorck 



AVE MARIA 

(HYMNE AN DIE JUNGFRAU) 

(Composed in 1825) 

(Ortgtnal Key) 



FRANZ SCHUBERT, Op. 52, >"9 6 



Molto leiltO (Sehr langsam) 



PIANO 






a! 

a! 

a! 



-JL. — % 



V Maid - 

V K-ra . 



ti.a 



- en mild! 

- frau mildy 

ple 



na, 



V Lis 

V er - ho - 

Vm.i - ri - 



ten to a maiden's 

- re et- nerjwigfrau 



- a. 



gra . ti . a 





> 1 1 



f 



^ 



^ 



^^ 




-*T- 



prayr ! 

FZe - heii^ V ötus die 

plc . - na, V Ma. ri 



V Bbr Thöu canst hearthoug^hfromthfewild, 




sem Fei '^ sen starr undmld, 



a ^ra . ti . a ple . na, 



V 'Tis Thou canst save . amid de. : 

V Salt mein Ge - bei zu dir hin 

V A ^ ve, y A - VC Do- mi . 




Olirer r>|t^fm Company 
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spairj 



BUB 



a - mid de-spair. 

-hen, 

Do.mi .. «"« te . cum,. 



V Safe may we sleep beneath Thy 

V Wir schta - -fen si . eher bis zum 

V Be . ne . di . _ cta tu in mu . 11 _ 





care, 

Mor . geiij 

ri . bus, 



Tho' bai 



V 

V ob 

V et 



ban 

Men 

bc 




ishd, ou 

sehen noch so grau -sam sind, 

ne . di . _ _ ctiis, 





Maid - en, see a maid-en's sor - row, 

Jung - frau,sieK der Jung-frau Sor - gen^ 



ctu.s, fru _ otus ven tris 



V 

Vo 

V von - tris 



Mut 

tu 



er, hegff ii äüppliant 

tcr^ hör' ein bit - iend 

i Je _ - 







m 



child! 

Kind! 



aus. 



^ 



A- 

A . 




i 



§ 



.UL 



- ve Ma - n . 

- ve Ma ^ ri ' 

_ ve Ma > ri _ 



P 
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med! 
fleckt! 



r p' fr-^' i^p V I 




V The flint - 

V Wenn wir 
o 



ra 



- y — couch we now must share 
auf die - sem Fels hin - sin - 

pro HO . bis pcc . ca . to 





VShall 






seem 
Schlaf, 



ra, 



with down of ei - der piled^ 
V uns und dein Schuiz he - deckt, 

O - ra pro no , _ bis, 



V If Thy pro-tec - tion hoy -er 

V wird weich der har - te Fels unf 

V O - ra, O ^ ra pro " no - 
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there, 
dün. 

bis, . 



hov - er there. 
- ken. 



V The murk - y cavem's air so heav - y V Shall 

V Du lä - chelsf, Ro - sen-düf -te we - hen V in 

y aunc et in ho > *•*» mor . tis» V in 





l^reathe of balm if Thou hast smiled,- 

die - ser dump-fen Fei - sen-kluft, 

stree, 



ho -^ ra mor . tis no 



V Then, Maid - en, hear a maid-en's 

V Mut . ier, hö 1 re Kin . des 

^ in ho -^ . -ra m or tis. mor . tis 






i 



E 



plead - ing, 
Fh - hen. 

no _ 



i 



i 



vo 

y,o 



^ 



Moth 

ho 




er, hear a suppliant child! 
frati, ei - «e Jung-frau rvft! 
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nif 



n 



A- 
A. 

A . 



vre Ma - ri - 



p 



- ve 

- VC Ma - ri - 

- VC Ma _ ri - 











f 



f 





b 



f 



i 



a! 




V stain- 
y.Rei- 



-less styled! 

- ne Magd! 



Q*ii_i p V I 



V Foul de - mons of the earth and 

V Der Er- -de und der Lufi Da- 





V 



t) 



1 — 



P 




air VProm this their wont-ed haunt ex - iled, 

r^o - - neti. V ^on dei - nes Au - ges Huld ver - jagt, 

ti - a plc _ na. 



VShjiU 

V sie 

V A 




^^''p.-_iiJPp ^^ 



flee 

kön 

v.e 



be - fore Thy pres-ence fair, 

nen hier nickt bei uns woh~ 

A ^ ye Bo . mi. ^ nus,«- 




_ Thj^ pres -ence fair. 

- nen, 

Do.ml . Jius te . cum, 



V Wc 

V Wir 

V Be _. ne - 
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F F ^B F f^ 




? 



i 



usiieath oürearth-ly bur - den, 
uns still dem Schicksal heu - 

cta tu in mu . li . e . ri'irbu 



VTo 

tda 

v_ ®^ 



Thy 

ttns 

be 




sweet guidance rec-on- 

dein heiV- ger Trost an - 





w S 



ciied. 

wehif 

CtUS; 



? 



m 




V Then hear, 

V der 

\) et 



^ 





1 



E 



•n":«: 



O Maid, a maideifs plea - ding, 
- frau wöl - le hold dich nei - gf'n, 

ne . di . Qtus fru.ctus ven ^''*°' 




y <f«ttt 




iFijiJTCQ 




k 



«J 




for 
Kind, 




PP 



a fa - ther heär a childl 

das /wr den Va - fcr fleht f 
Je - 



^ 



A - 

A - 




- SUS. 



- ve Ma 

- ve Ma 

_ ve Ma . 



4^ ji*i j ?tjj >3 *3j » 
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WILLIAM SHAKESPEAEE (iBM^eie) 
Oernum offirst verse hy Ä.W Schlegel 
Seoond n^fulihird Qerman verses addedby Fr. Eeily and 
Translaied by Isabella 0, Parker 



HARK! HARK! THE LARK 

(HORCH, HORCH, DIE LERCH!) 

Serenade from'<!5ymbelme" 

(Composed in 1826) 

(Original Key) 



VOICE 



PIANO 



Allegretto 



FRANZ SCHUBERT a\)sthuimnis) 

(n»7-1828) 





Pine 






^ 



LHarkl hark! the 
2Throiigh all the 
3. If this doth 




f 



r.j i r F r 



^ 



> jhjm 



lark kt heavWsgate sings. And Phoe - bus 'gins_ 

si - lent, love - ly night The star - ry hosts. 

not a - wak - en thee, When love - songs^ for 



to 
on 
thy 



r f I r F r 



^ 



/.Horch, horch, die 
ZWenn schon die 
X Und wenn dich 



JjBrch' im Ae - ther blau! und 

lie ' he ga/n -. %e Nacht der 

al ' les das nicht weckt, 



so 



Ph'6 
Ster 
wer 




bus, neu er - 

ne lieh - ies 
de durch den 
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hiffh. 



His steeds fo wa - ter 

A - bove tliee watch, in 
Üp - on the night rise 



at those Springs, Qn 

or - der bright, And 

ten - der - ly, O, 




i 



weht,, 
Heer^ 

• Ton 



P 



i 



trankt 
hoch 
der 



p r f 



set fis 

ü her 

Mvn ' ne 



Ro8 " se 
dir im 

fuLri - tich 



r F rm 



.ffiti dem 

Wech - «ef 

auf - ge 



Thau, der 
wacht, so 
necktl 





chal - iced flow^rs that lies, » 
hope» tili mom is nigh>- 
then wilt thou a - wake, 



On dial - iced flow'rsthat lies. 
And hope, tili morn. is nigh^ 
O then wilt thou a - wakel 



And 
That 
How 




Mtf f f r j-i^M 



schon, 



Blu - nten 

hof - fen 
dann er 



kel ' che deckt, ' 

sie noch mehr, 

wachst du scholl! 



Der 
dass 
Wie 




y 7 [;j" r ^ ^1" 



•^ 
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^8 




wink 
thou 
Love 



ing 
wilt 
thee 



Ma - 
wake,_ 
to 



their 
thy 



buds 
light 
will 



be - gin 



ope 



to greet:-Conie, ope 
dow bring^s, Well knows 



their gold 
thy star 
he:-, ope— 



en 



^7 
thine 




Rin 

auch 
oft 



gel - hin 
dein Au 
sie dich. 



me 
gen 
an's 



Knos 
stern 
Fen 



pe .schleußt die 
sie grüsst,^Er 
ster trieb, das 



gcli* 
xvacKI 
weiss 



nen Aeug - lein 
Sie war - ten 
sie, drum steh' 




i 



m 



¥ 



P 



IZ 



P 



P 




P 



^ 



P 



k 



M^ 



^ 




eyes, 
eyes! 
eyes, 



With ev 
Since thou 
And love 



'ry thing_ that pret 

so star - like art, 

thy sing - er while 



ty bin, 
so sweet, 

he singst 



My 
My 
My 




p 



auf; 
dratf, 



^ 



P 



t 



mit 
weil 
und 



al 
du 
ha 



^^ 



lern, was. 
doch gar 
be dei 



da rei 

so rei 

nen San 



^ 



ze^nd ist^ 

zend bist; 

ger lieb, 



jm 



d/u, 
du 
du 




m 



V 



ä 



ii 
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la 
la 
la 



dy sweet, a - rise ! 

dy sweet, a - rise! 

dy sweet, a - rise! 



^ 



P 



k 



With ev 
Since thou 
And love 



p i r p \ 



'ry - thing 
so star 
thy sing 



that 
like 



er 




Sil 


sse 


Maid, 


. sieh' 


auf. 


•• 

SU 


sse 


Maid, 


. sieh' 


auf, 


SU 


sse 


Maid, , 


^ sieh' 


auf. 



mii 

weil 

und 



al 
du 
ha 



lern, was 

doch gar 

he det 



da 

so 
neu 





dy 
dy 
dy 



sweet, 
sweet, 
sweet, 



m 




a 
a 
a 



rise ! 
rise ! 
rise I 



decresa 



a 
a 
a 




sieh' 
sieh 
sieh' 
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rise, 

rise^ 
rise, 



auf, 
auf,, 
ofuf 



a - risOj 
a - risej 
a - rise, 



My 
My 

My 



la 
la 
la 



dy sweet, a 
dy sweet, a 
dy sweet , a 



sieh' 
sieh' 
üeK 



auf 
auf, 
auf. 



du 
du 
du 



SU 

•• 

SU 

• • 

SU 



nse, 
rise, 
rise,. 



sse Matd,__ sieh' auf, 

sse Maid^ sieh auf 
sse Mäid^ sieh' auf 



a 

a 
a 




sieh' 
sieh' 
sieh' 





nse, 
rise, 
rise« 



auf 
auf 
auf 



m 



a 
a 
a 



rise, 
rise, 
rise. 



sieh 
sieh' 
sieh 



auf 
auf 
auf 



,^^ 




My 
My 
My 



la - dy sweet ,_ a - rise! 
la - dy sweet ,_ a - risel 
la - dy sweet,— a - rise I 




du 

du 
du 



SU 

• • 

SU 

• • 

SU 



sse Maid, sieh' aufl 

sse Maid, sieh' aufl 

sse Maid, sieh' aufl 




Dal Segno 
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WHO IS SYLVIA? 

(WAS IST SYLVIA) 



31^ 



"TheTwo Gentlemen of Verona" 
WILLIAM SHAKESPEARE (1564-1616) 



(Composed in 1826) 



(Original Key) 



FRANZ SCHUBERT, Op.l06,N9 4 



PIANO 



ModeratO (Massig) 





I 



ä 



^ 



m 



c 



l.Who 
/. Was 



IS 

ist 



Syl - via, 
Syl . * via, 






Oliver Ditson Tompany 
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heaVns such grace did 

Htm . mets Gunst und 






i^ 



1 



she 



un 




ISL 



might be, 
- ter - - thany 



That 
dass 



a 

ihr 



- dist- 
al - 



-ed 
- Us 
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I 



m 



1 



i 



kind, 
schön y 



^ 



i 



^ 



as 

und 



she 
gut 



IS 

da . 



fair?. 




beau - . ty 

Icibt wie 



lives with 
mÜ - de 



kind 



- ness : 

- hei't^ 



For 






ML-ß05-6 



S4 





i 



A 



t 



JX2. 



Md. 



be - 
und 






- mg 

ver 



help'd, 

weilt 




I 



^ 



help'd, 

weilt 



in .- 
in 



. hab. 



- its - 

- * 8ser. 



there . 



in - 
in 







XL. 605-6 



85 





pta 



f 



ä 



P 



Syl - via is e± - cel - 
hol - rfen Syl . ma Eä - 



m 



Z2Z 



-ling, 



She 

y« - 



i 



ex 

. den 
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on the duU earth 
Er - de kann ge 



dwell - ing j 

wäh - ren^ 



To 
Kran 



her 





gar - lands 

ihr 



f 



m 



und 



let 
Sai - 




US . 
ten 



bring, — 
klangf 






I 



^M 



i J- 3 



I ^ jn- jil^— i r ^^fF^ 



i 
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LUDWIG RELLSTAB (l799^186o) 
Translaied by Louis C- Elson 



MY ABODE 

(AUFENTHALT) 

(Composed in 1828) 
(Original Kefy E Minor) 



37 



FRAIJZ SCHUBERT 
"Schwaneng'esangj' N9 5 . 




Not tOO quickly, yet With force (Nicht zu geschwind, doch kräftig) 



PIANO 




te^ 



I Jl Jll 1 1 Ij J^ ^^ 



r p P if 



^ 



Swift rush- ing stream, loudmoaning wood Rock bleak and scarred, my 

Rau-'Schen - der Siromy brausen -der Wald, sfar.ren - der Fels, mein 




w J (■ |J< 



wild a - bode, Swift rush-ing stream, 

Auf^ent - halt, rau-schen-der Strom, 



^M^^^^ 



loud moan-ing wood, 
brausen, - der Wald, 



Rockbleak and 

star^ ren . der 





^ 



V 



i 



p ir j iJ * 



scarred, my wild a - bode. 

Fels, mein Auf-, ent - halt. 
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^ 



O 



i 



^^ 



ows chase cre 



^^^ 



1 F FT iJ 

So, too, are flow - ing my 
fite - ssen die Thrä - |icn wir 



I 



Til - lows on bil - lows cnaise cfer 
Wie sich die Wel - le an Wel 



0-cearfs breast. 

- le reiht, 




•.VF 




er esc. 




m 



j n \r < 



m 



i 



* "r i r r i 



tears with-out rest, 
e - wig er - neut, 



so 

flie 



too are 

ssen die 



flow 
TAra 



mg 
nen 



my tears, my 
Wir * - 




fj^ 



eg 



^^ 



M=^ 



^ 



i 




E 



ö 



tJ 



tears with - out rest, 
e - mg er - neut, 



so too are flow- ing my tears with- out rest. 

yiie-ssen die Thrä -nen mir e - Tsing «r - T^eut. 







^m 




m 



m 




decresc. 
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J p- 




Winds o'er the tree-topsare nev-er at peace, My heaifswild tbi-ob-bing, like 

Hoch in den Kro - nen wo-gend sichle regty so un - auf - kor - lieh mein 




den marcato 






^^ 



e 



them,Tvill not cease, 
fler ' ' ze schlägt, 



Winds o'er 

hoch in 



f I r ^) ]\ 



^ 



the tree-tops sa:e 

den Kro -nen 



nev - er 

wo - gend 




at peace, My 
stc/^8 regif so 





heart's ^ild throb-bing, like 
un - auf - hör- lieh mein 



them,will not 
Her - - 06 



cease, 
schlagt, 



The 
so 



wüd, wild 
un - auf 



throbs of my 
- h'dr - lieh mein 





t; 



heart 
Her 



will notcease. 
jffe schlägt. 



i 



m 



And 
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te 



JJ 



like 

Tuie 



^ 



^m. 



the ore in the rocks 

des Fei - des ur - al - 



f 



^ 



hardvein, 
tes Erz, 



Ev - er my bos - om 

e - wig der , sei - - be 




m 




m 



f 



P p i r < 



ZZ 



^ 



I 



^ 



hold - eth its pain, 
htei - bei mein Schmerz, 



ev 

e 



er my 

mg der 



bos 



om 



hold- eth, 
blei - bcf ; 





fete 



^P f i r ' 



rr f i r 



i 



r P rr 



i 



hold - eth its pain, 
blei - - be/ wein Schmerz, 



ev - er 



my bos - om 

der - sei - be 



hold- eth its pain. 
bhi - bet mein Schmerz, 
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^ 



? 



i 



^^ 



i 



Swift rush - ing stream, 

Rau - -Bchen - cfer Strontf 



loudmoan- ingwood, 
brausen - der Wald, 



Rockbleak andscarred^ my wild a - 

ster- ren - der Fels, mein Auf- ent-. 



^S3 



^ 




^ 



^^ 



esi 



V|,v i r p' f? 1^ 



r p giT 



bode, 

halt, 



Swift rush 
rauschen 



ing stream, 

der Strom, 



loudmoan-ing wood 

brausen - der Wald, 



Rockbleak and scarred,. 

star- ren - der Fels, 





Swift rush - ing stream,. 
rau - sehen - der Strom,^ 



loud. 



brau 



moan-ing wood, my 

Ben - der Waid, mein 








wild a - - bode. 
Auf- ent - halt — 
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HEINRICH HEINE (1799-1856) 
TraTislaied by Ärihur Wedbrook 



HER PORTRAIT 

(IHR BILD ) 

(Composed in 182«) • 

(Original Key) 



FRANZ SCHUBERT 
"Schwaneng-esang-,^' N9 j^ 



VOICE 



PIANO 



M 



Lento (Langsam) 



iS 



i 



r i r p r r 



^ 



I stood be - fore her 
Ich stand in dun - kein 



^ 



por - trait, Ab - 
Trau - men und 




^\K J.. i i. i>i 




ZZ 



i 



^ 



sorVd ingloom-y thought, 

starrt^ ihr Bild - niss an, 



r.p rr I 



When, in those well-loved 

und das ge - lieb - ie 




fea - tures, 



Won- drous the change that was wrought . 

heim - lieh zu le - ben he - gann. 





A - round her lips there trem - bled 
Um ih - re Lip - fen zog sich 



A 

ein 



smile, my dear - est 
La ' - cheln wun - der- 
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pnze, 
bar. 



Thoughteärs of moum-ful weep-ing Were shin - ingwith-in her 

und wie von Weh - nmths - ihrä - nen er - gläns - tc ihr Au - gen 





\M j.. i j J^ i fe 



i 



^ 



pal - lidcheeks,neii-er dry_ 

von den Wan-gen her - ab 



^m 




And oh! I ca» - not De - 

und ach! ich kann es nicht 




a^ n^ J ' 



cresc. 



^m 




lieve .it, ThatTve lost thee, dear, for 

glau - hen, dass ich dich ver - lo - ren 



aye! 
haVl 




ML-eas.? 



'v 



HEINRICH HEINE (1797-1866) 
Translaled by Arthur WeBibrook 



MY PHANTOM DOUBLE 

(DER DOPPELGÄNGER) 

(Composed ia 1828) 
(Original Key) 



FftANZ SCHUBERT, 
Sclnyaneng-esaSg-," N? 1 J 



VOICE 



PIANO 




Molto adagio (Sihr langsam) 



i J AJi 



zz 



ta 



Still is the night 

Still ist die Nacht, 



w 



o'er roof-tree and 

es ru ' hen die 





stee-ple; 

Gas - sen. 



With-in- 
in die • 



this__ 



- sem. 



dwell - ing 
Hau - se 



ZZ 



lived my treas-ure rare. 
wohn - te mein Schatz ; 



i 





^P 



mJ J i \''-}\M 



Longsince she left_ 
sie hat schon längst. 



n 



tWs town and 

die Stadt ver 



peo-ple, 
las ' sen, 
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But still standsthe house 

doch steht noch das Haus 



on the seif - same Square. 

auf dem -sei - ben Platz, 



45 






Herestands,too, a man; 

Da steht auch ein Mensch 



toward heav -en he ga - zes, 

und starrt in die Hö - he, , 




9^ 



His hands he 

und ringt die 




er esc. 



'poco a poco 




» 







wring- eth 
San - de 



■ >j: i^ ifr~^ 



in wild 
vor Schmer 



- est de - spair; 
zens-ge - walt;^ 



1, shud-der, 

mtr__ grau^ es, 






decresc. 



P 




m 



#^- 




^^i) jo^ ^ ' ^ 




rp f F i F-f-g 




whennowhis face he rais - es- 

wenn ich sein Ant-liiz se - he^ 



The moonlight shows me mine own seif is 
der Mond zeigt mir mei - ne eig' - ne Ge 



m 



9-*- 



9^ 



k^ 




er esc 



m 



fß 





^-^ 



w 



w 
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there! 
sialt 



O pale, sad crea-ture, 

Du Dop - pel - gän - ger. 



Myghost and my 

du blei ' eher Ge - 




te 

-9-^ 



te 



acce - 



^ lerando 



'>-cre8c. 






m 



doub - le, 
sei - Ze/ 




^^m 



Why dost thouape my pas-sioirä tears, That fiaunt-ed me with cru-el 

was äffst du nach mein Lie-bes- leid, das mich ge-quäU auf die-ser 






9-^ 



Ä 




W 




m. 




m 




trotib4e 
SM- U 



So 
so 



ma 



njr_a night in 
cAe Nacht, in 



old - 
a2 • 



- en 

- ter 






9^ 








JÖÖ^= 



i» 











^ 



I 



jrears? 
Zeit? 
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WITH MYRTLE AND ROSES 

(MIT MYRTHEN UND ROSEN) 



47 



( Composed in 1840) 

(OrieinalKey) 
HEINRICH HEINE (1799-I866) 

Translated btf Arthur Westbrook 

AffettuOSO,nonallegrO (Innig, nickt rasch) 5? 



ROBERT SCHÜMANN, Ojp. 24, N9 9 



PIANO 




con Pedale 




With myr - tle and ro 

Mit Myr - ihe^i^^ und Ro 



s^s, fair to be-hold, With 

sen, lieb - lieh und hold, mit 





t; 



sweet breath-ing cy-pressand leaf 

duff - gen Cy - fres - sen und Flit 



of gold Would I cov - er this book from the 

ter-gold möcht ich mxb - ren^ dies Buch wie *nen 




light 

Tod 



of day, And there my songs ©n - shroud - ed would lay. 
ten-schrein, und sar - gen mei - ne Lie - der hin - ein. 



My 
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rit. _ 



^ 



^ 



^m 



love could I lay there, 

könnt* ich die Lie - be 



f 



a tempo 



i 



then were I blest! 
sar - ge^i hin -zu! 



a tempo 





For where love is en-tombed Springs the flow - er of rest; It 
Aiif dem Gra - be der Lie - be wächst Blüm - lein der Ruh\ da 





grows there for all, 
blüht es her - vor, 



yet mine ne'er willbloom Till my life is past, and I 
da pflückt Tfian es ab, doch mir blüht's nur, wennich 





lie 

sei 



in the tomb, and 
ber im Grab, wennich 



lie 
sei 



in the tomb. 
ber im. Grrab, 
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Mm 



* 



O 



Ja tempo 




iS^iiN-i»-i j r^ 





For here are these songs^that as wild 
Hier sviid nun die hie - der, die einst 



? 



la - va 
La - va 



^ 



J^ JmJ 



ly rose as the 
so wild, wie ein 





streamwhichwild Aet - na— out-throws; From in - ner-mostdepthsof my 

ström, der dem Aet - na ent- quillt, her - vor ge - stürzt aus dem. 





' r P T" P I f V B V p V p p I J ;. ;i 



^ 



be - ing they gushed, And spafks flashed mad - ly as on-ward theyrushed. Now 

tief' sten Ge - m.iUh, und rings viel blit - zen- de Fun - ken ver- sprüht. Nun 

'' ' — ^ ■ ■ ■ ■ , 




ML-B5B- 6 



£0 




si - lentthey lie, 
lie ' gen sie stumm 



like death theyseem; All 
und iod - ien - gleicht nun 



pal - lid and dim in a 
siar - ren sie kalt und 





mist - y dream; Bat the old 
bei ' bleich. Doch aufk Neu 

a tempo 



ne 



en glovL 
die al 



to 
ie 



new life would leap K the 

Gluih sie he - lebt, wenn der 






soiil of love should 
Lie - be Geist eiiist 



f 



Z 



V- 



o - ver them sweep, But the 
ü - bev sie schwebt, doch aufk 



I 




f 



% 




old 
Neti 



en glow 
dw al 



* 




to 
ie 



1 




t; 



new life would leap If the soul 

Gluth— sie be - lebt, wenH der Lie 



of love should 
be Geist einst 



o 

u 



ver. 

ber^ 



them 
sie 
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Pili mOSSO (schneller) 



p rit 




sweep. 
schwebt. 



And fore - bod« - ings a - rise in my 
Und es wird mir im Her - zen viel 




m. 



lat sav: Tne soul of lov 



iLi7 r i 



heart, that say: 
Ah - nung laut: 



The soul 
der Lie 



of love shall 
be Geist einst 



melt them one day, 
ü ' ber sie thaut; 




TT- — t 



f 



^ 



3 



Ä^ 



If 

einst 



e'er this 
k(yinmi dies 



book 
Buch 



should reach 

in dei 



thy 



hand, 
Handf 



Thau 





dear 

SU 



est love,thou dear- est love, in a dis - tant land. 

sses Lieb, du sü - sses Lieb im, fer - nen Land. 



The 

Dann 




HARVARD UNIVERSITY 
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poco a poco meno moHSO 

(langsamer und immer langsamer) 




spell shall be bro - ken that binds 
lösi sich des Lie - des Zau 



my lays, The pal 

her- bann f die blas* 



lid let - ters on 
sen Buch - sia - ben 




^ 






^ 



thee 
schatin 



will gaze, Im 
dich an, sie 



^ 






m 



plor - ing - iy look in thy love - ly eyes, And 

schau - en dir fle - hend in*s schö - ne Aug*, und 



p 



f 



m 



^ 



. ^^ 




iä 



Adagio 




z 



rfV{ 



* 



« 



1^ 



? 



^ 



^ 



Ö*' 



s 



p p r p ^ 



i 



jf 



^p 



breathe of my love, of my 
y/ü - siernmii Weh - muih und 



tears 
Lie 



and sighs. 
&ßs - hauch. 



w 



t9- 



Z 
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(WIDMUNG) 
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FRIEDRICH RÜCKERT (1788-1866) 
Translated hy Alexander Biaess 



(Composed in 1840) 



(Original Key, Ah) 



ROBERT SCHUMANN,Op.26,N9 1 
''UjTiU^''(Myrthen) 



VOICE 




Animato, afTettuoso (innig.ubhafl) 




Thou art my life, my soul and 
Du mei - ne See - le, du mein 



PIANO 




i rr n j j i j i 



m^ 




« 



f 




heart, 
Herz, 



Thouboth my joy 

du mei . ne Wonn\ 



and sad-ness art, 

o du mein Schmerz, 



Thou art my 

du mei - ne 




^ 



4ö>. 



* "U 



pa 



ii 



f^ 



^ 



^ 



i^ 



m 



^^ 



heav'n, 
Welt, _ 



my match-less lov - er, The world of bliss 
in der ich le - be, mein Him - mei du, . 



v/here - in I 

da - rein ick 



"/»j[^^ gg 
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er, Thou art the grave 

be, o du mein Grab, 



where - in I cast Por 
in das hin - ab ich 



er 
wig 





i 



m 



^ 



i 



HL" f 



t 



all my sor 

mei ' nen Kutn 



row past. 

mer gab/ 



Thou 
Du 



bring - est 

bisi die 






t; 



ICL 



HeaJv^n 
du 



is through thee 
bisi vom Hifn - 



i 



me 
mel 



=^ 



kind 



^ 



5 




he- 
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J J i 



tJ 



^ 



22 



t 



J- Jm J 



s: 



^ 



^ 



guid - ing; So has thy love 
scfciß . den: Boss du mich liebst 



to me 
fnaeht wich 



ap - peaPd,— ^ 

mir werih, 



I see 
dein Blick 



5 



my 
hat 





^ 



£ 



S 



iz 



r»V5 



«1= 




ci 



mich . 



- most seif 



vor 



m>tr 



re - 

ver - 



veal'd; _ 
klärt, 



Thou lift . est 
du hebst mich 





afem 




me 
He 



m 



be - yond 

bend ii 



f 



my- selfj 

ber mich. 



t 



Ht 



Good 
mein 



\ d> d i 



^m 



gen - ins thou, my bet - ter 
gu ' ter (reist, "mein bes^- res 





seif, 
Icht 



Thou art my life, my soul and heart, 

Bu m^ei -ne See . le, du m£in Herx, 



Thou both my 

du fn&i - ne 
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Wonn* 



and s ad - ness ar t, 

o du mein Schmerz, 



Thou art my heav^n, 
du m^ei - ne Weli, 



my match-less 

in der ich 





rit 



lov 
le 



^^ 



5 



e 



er, The world of bliss 

6e, m,ein Hirn, - m^el du, 

cre^a ed acceL 

steigend -^ utid eilend 

i 



^ 



where-in I 
da - rein ich 



hov 
schwe 



i 



^ 



er,Goodg;en-ius 

be, mein gu - ter 





%) 



thou, my bet 
Oeisi, mein bess' 



ter seif! 
Ichl 



res 





ML.854-4 



JITLIÜS MOSEN (1720 - 1194) 
Translaied by Frederic Field Bullard 



THE ALMOND TREE 

(DER NUSSBAUM) 

iComi^osed in 1840; 

(Original Key) 



67 



ROBERT SCHÜMANN, Op.25, N« 8 



VOICE 



PIANO 



m 



AUegretto 



5 



i 



MC g p r 



Theregrows by thehouse 

Es grü - net ein Nuss 



f 



an 

bäum 




con Pedale 




t 



t 



m 



äl 

vor 



mond tree, 
dem HauSy 





^ 



(Ae 



sie) 



Sight 

duf 



ly, light 

tigy luf 



ly spread 
tig brei 



ing 
iei 



its 
er 



I? F.P 



i 



shim - mer-ing fo 
bläu - rigdie Bl'di 



liage 





•) Schuinann wrote '^Blätterj" the original poem reads "Aeste. 



rj 
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es 




* 



$ 



a 



m 



the blo 



m 



o 



ma - 117' and sweet the blos . soms there. 
lieb - li-che Blü - ihen ste - Ken dran; 





*^ Müd 

Iva 



and soft. 

de Win 



the wind 
de ' kom 



comes, 
meniy 



and 

sie 



stirs 

herz 



each blos 
lieh XU,* 



som 





4ß- 



% 



t V i 






fair. 




f 



The blos - somsare whis - p?ring 
Es flu - sternje zwei zu 




m 



two 



and two, 
ge 'paarty 
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Quiy 

nei 



'ring, shiv 
gendy beu 



'ring sweet 
gend zier 



lieh 



tili, kiss - ing,they blush 
%wm Küs - se die Häv/pt 



a . 

ohen 




atempo 





* 



ä 



^ 



^ 



^ 



^ 



maid 
Mägd 



m 



w 



en, 



Who pon 
das dach 



ders 



^ß 



and won 



ders 



by 





* 



m 






? 



^ 



i 



and day; 

5^6 lang-, 



i|h M^i^- ir/^ I 



Ah. but she knows not 
wiiss^ ' te ach! sei - her nicht 




UL-ns-6 



60 



atempo 





* 






^ 



i 



^ 



(Wb 



whis 



per, 



(Wholl 




* 



^ J. J 



S 



^ 





^ 



^ 



g."7. 1/ 



^ 



^ teU 



the trepd öf their ten 

ver-stehn, so gar lei 



der tune?) 
se Weis^ 




atempo 
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* 



B 



i 



m 



p rif. 



com 

nach 



? 



ing June! 

siem Jahr, 



^ 



i 



^ 



and com - ing June!'' 

vom nach - sien Jahr. 





* 



atempo 



% 



^ 



^ 



5 



P 



P 



a fempo 



The maid 
Das Magd 



en 
leviv 



lis 

hör 



tens, 
chei, 



the tree 
6s rauscht 



süU 





« 



i 



£ 



^ 



P 



smgs; 
Baum; 



Yearn 
seh 



ing, burn- 
nend, w'dh 



mg, 
neiid 



sinks 
sinkt 



she 

65 





i 



^ 



^ 



^^ 



^ smil - ing on slum - ber's wings. 

lä ' chelnd in Schlaf uiid Traum, 







\fr.-»35-5 
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THE LOTUS FLOWER 

(DIE LOTOSBLUME) 

^Composed in 1840) 



HEINRICH HEINE ^i^-issei 
TrauöUtfed hy Arthur WcstlMrook 



^On'gffutl Key) 



ROBERT SCHUMANN, Op. 25, N9 7 

(1810 . 1856) 



VOICE 



PIANO 




LargheltO (Ziemlich langsam) 



M f I [^ 



The 
Die 



Lo 
Lo 




^ 



tus 
tos 



flow'r doth 

Uu - me. 



lan 



guish 
stigt 





Un-der the sun's f ierce lij^ht, 

sich vor der San - ne Pracht, 



With droop-ing head she wait - eth, 

itiid mit ge - senk - iem Hanf - te 




Hr>J J J tJ 



Z 



^ 



zz 



f 



t 



r ^i,r 



She 



er 





dream-i - ly walts for tlie night. 

of' '^tet sie iräu-rnrnd die Nacht. 



war - ' r^r ste trau-nirna ate 



The itioon is her 
Der Mondj der ist. 



true lav - er, 
tfcr Äifc. - le, 





^ 



r f r...T r r 



^ 



wakes her with fond— em - brace; 
weckt sie mit sei - new Licht , 



i i r \ [' 




M 



t9- 



Ö 



For him she glad- ly un-veil - eth 
und ihm ent- schlei - ert sie freund - lieh 



Her 

ihr 
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acceL 

nach 



poco 

und 



i 



i 



^ 



i 




sweet and flow'r - like face. 

from - mes Blu - men -ge - sieht. 



She 
Sie 



blooms 
hlühi 



and glows 
vuiid glüht 



and 
und 





a 

nach 



poco 

schneller 



^^ 



t 



J J- i J I 1^ : 



t 




bright - ens, 
leudi - iet. 



And 
ti/nd 



mute 
siar 



ly ga - zes a 

ref stii/mm in die 



bove; 
Höh) - 



She 



St6 





p rit 



^^ 



I 



^ 



? < t 



^ 



*^ weeps and ex - hales and trenvbles 

rfu^ - iei und wei - net und zii - teri 



^ 



^ 



With love,and the sor - fows of 
vor Xrte - he und Lie - bes - 




m 



# # f # ^ 







^^ 



.ILj^^rl 




M L-14-2 
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IN THE FOREST 

(WALDESGESPRÄCH) 



UTompos»*d in 1S40' 



^Ori^inui Key) 



JOSEPH von EICHENDORFF Miss-iss?) 
Translaied by Alexatider Blft^ss 



ROBERT SCHUMANN, Op. 39, NC>3 

(1810-1866) 



AUegrettO (Ziemlich rasch) 



VOICE 



PIANO 






ride? Thou art so fair; sad is thyplight-, 
Wald? Der Waldisi lang. du bist al - lein, 



Oh, fol - low me! andbe my 

du schö - ne Braut! tchßtht' dich 
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■9^ 



^ 




bridel" 
heiml" 



"Man's 
„Gross 



plead-ing- way 
ist der Man 



mg 
und 





tJ 



P 



fice. 
ist, 



i 



<4 



^ 



± 



^ 



i 



\%r 



Know'st not 

wohl irrt 



my pale and 

das T^ld - hörn 




i 



heart 
her 



wom face? 

_ lind hin, 



fliehl. 



ßieM. 



from this 
du weisst 



ac-curs-ed placel" 

nichi,wer ich bin,*' 



«■^M^HH% 




Oh, 

o 
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"Thycofnb be - jewelled« 
„So reich ge - schmückt 



oter snow - 
ist Ros$ 



- white 
und 



browv 
Weib,. 



En 
so 




clasps 
wun 



a wealth of gold - en hair, 

der- schön, so wun - der- schön 



of 

der 



gold - 



iTtIt 



- en hair,. 

gc Leih;. 

fit 



I 

jetzt 





a tempo 



«; 



( 



know thee now! Heav'n 

henW ich dich.- Gott 



a teMjjo 



^p 



X 



• ff/ Q 



help my soul! 

steh' mir heil 



A witch art thou, the Lo - re - 
du bist die He - xe Lo - re - 





a tempo 



t 



% 



^ 



S- 



"Thoukno 



^ 



zz 




ley!^' 



atem 



"Tnou know'st me well, 

jj)u kennst mich wohl, 
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g M Lf 



^ 



s 



r ir r -pji 



tow 

kennst 



ring cliff I scan fhe Rhine 

mich wohl — von ho - Äc w Stein 



And Iure 

schaut still 



the skip - per and his 

mein Schlosstief in den 





I r Ji ^ . 



more, nev - er - more thou wilt be 
mehr. nim - mer - mehr atis die - sem. 

\ 



hold!" 
Wald!' 



i i3l?HW .i| 




ML-15-4 
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JOSEPH von EICHENDORFF (1788-1867) 
Trauslated by Arthur Westbrook 



MOONLIGHT 

(MONDNACHT) 

(Composedml840; 

(Original Key) 



ROBERT SCHÜMANN,Op.39,N9 5 



PIANO 



Teneramente, misterioso (Zart, heimlich) 




con Pedale 




^ 




^ 



^h-^ 



^ 



:he 



It seem'd 

Es war, 



the heav - ens 

der Htm - mel 



V Had kiss'd the 

V die Er - de 




l a^njlij^ir- 



e; 



earth. 
sHü 



to rest, 

ge - kiissi, 




V That she, ' 'mid moon 

V da SS sie ^ im Blü 



lit flow - ers, 

ihen-schvm - 




f 



f 



i 



w 



SP 



? 



mer 




Might dream of 

von ihm nur 



re 

ir'du 



gions blest. . 

men müssP . 



a tempo 
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o'er_ 
durah 



the mead 
die Fei 



OWSj 

der; 



V And stirr'd 

V die Aeh 



the 
ren 



wav 

wog 



mg cornj 

ien sackt; 





^ 




^ 



^f—^ 



f 



^ 



V'Mid 

V es 



rus 

raVfSch 



est shad 
die Wal 



ows 
der} 



V The Stars sh'one 

V «o siem - iZar 





mild 



tvar 



ly on. 
die Nacht. 



V My 



SQUl 



with 
ne 



out 



spread 
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Soar'd thro' the night's do - min - ions To 

flog durch die stil len Lan - de, als 





SPRING NIGHT 

(FRÜHLINGSNACHT) 

(Coraposedin 184o) 

(Original Ke y) 



71 



JOSEPH von EICHENDORFF (1788-1867) 
Transiated by habella G, Parker 

Allegro moderato, appassionato 

II (Ziemlich rasch : leidenschaßlich) 



ROBERT SCHÜMANN, Op.39,N912 



VOICE 




fj 



^ 



5 



O'er the 

Ue - berhi 
3 ^ 



gar 

Gar 




deifs scent 

iBn durch 



ed 



PIANO 




con PedaU 




t 






ers 
U 



% 



Hea 



% 



V Heard 

V höri' 



II J) J' »g P ^ 



I now the bird-song 
ich Wan - der - vö - gel 





sweet. 
zieh'ny 



$ 



^ 



V Spring re - turns 

V das he - deu 



^ 



^ 



with 
iei 



fair 
Früh 



I 



est 
Ungs 





5 



ers 
ie. 



3 



i 



V Fresh 

V tin 



rit 



i i j) i i'i 



ly bloom-ing at our' 

ien fä^iigii schon ait zu 



* 
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feet. 
blühhi. 



aiempo 



V Now for joy my tears are flow- ing, V Such de - 
\ Jauch ■ zenmbcht'ich]mnch- te wei , neu, ^isimiri 




^i 






show-ing V In the soft_ 

schui ■ nen V mit dein, Mon 



^ % ^{ jiü ^ ?^^ 



. moon4ight fo me, 
des-glatiz her- tin. 

it tempo 



Sf^Li J J I 'f Etf Ü/Si 



^^ 



m^'^m^^m 



^^^^^ 



it*,iHtt||ii , r 


j^j 


> t 


H — 


M 

D 


)on and 
nd der 


Star the st 
JfonJ, , Jm S 

— ■? — "^ "^ ^ "l* ^ ■• 


o - - ry 

er - ne 
^ ^ ^ ^ ^ 1 


<m *T — ? 

,1 ' 


=fe 






=P-L£: 


s 


hJsl- 


' 


^ T--'' T-J..T Ti.i.^,/ 1— L.J — ^ 


■^ 


a >■ 








~ 


fn 










Fl— 1 






fl 


-.=^ 




^ 


^ 


-■ 


^ 


*^ 








1 — a — J 












^ 


1 — » It p 


t)J 


~^' 


i^ 


f^ 


^^l-i 


♦ - 


3^« 


hi 


<~' 


i— y^ 


»^ 


^^ 


»^ 


^^ 


^ -J 


'^ 


'^ 


•^ 


lr*i! 


■^ 




^ 



sa 



log, 
gen% 




tone, 
Hain, 



^ ^' 



p 



s 



V Rust-ling g^rove 

V nni im Trau 



in dream 

me rauschVs. 



4 



P i' I ^fl- 



V Night- in 

V und die 



gale 
Nach 



^m 



the 
ti 



song. 

gal 




73 




y 

der 




i 



IS 

Iß?» 




3E 



swell - ing: 

scA/a - gen's: 



V ^^She is thine, 

V yySie ist dei 



_ Vsha is. thine/' 
ney V sie ist deinl^^ 





e^Ä T« 
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HE, THE NOBLEST OP THE NOBLE 

(ER, DER HERRLICHSTE VON ALLEN) 

(Composed in 1840) 

(Origiml Key) 



ADELBERT von CHAMISSO (nsi- isas) 
Tran^lated by Arthur We^tbrook 



VOICE 



PIANO 



ROBERT SCHÜMANN, Op. 42, NQ 2 

*Woman'8 Love and Life" 
CFrauefiliebe und Leben) 



AffettuOSO, vivace (Innig, lebhaft) 



te 



p. j^^}ir^\r m 




He, the no-blestof the no - ble, 
Er, der Herr-lich'Sie von AI - len, 



Oh, how 

wie so 





k 



fcz 



c 



gen 

mil 



äÖ 



A9 



m 



tle, oh,. 
de, wie. 



how kind! 
so gut! 



^^ 



^ 



Lips SO ten - der, 
Hol - ie Ltp - ^6n, 



< j) >i 



eyes so 
A/a - res 





k 



^z 



1» 1» < >ig 



ra-diant, 



IT r P F I 



Stead-fast heart and loft 

hei - ler Sinn und fe 



y mind. 

ster Muth, 
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t [1 > Jj J' p ^ 



t j^ JH ■!■ 



Äs fromboundlessdepths of az - ure 

So wie dort in blau - er Tie - yi», 



^^ 



Brightaiid spien - did beams yon 

hell u/iid herr - lieh , je - ner 





w 



2ZZg 



^^^ 



^ 



star, 
Sterny 



In my heav'n 
rti - so Er 



;ff>J^ J> i r 



p 



s 



he shines a - bove me, Bright 
an mei -nem Hirn - melj hell 



and 
und 




JhA 



8\9 



m 



m 



m 



t) 



spien - did, seen. 
herr - lieh, hehr. 



a - far. 

und fern 




^ 



« ^ 



« 
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k 



h J J < 



^ 



^ 



? 



^ 



^m 



t f p 



SU - mg, 
Bah - ncn. 



Si - lent watch 

nur he - trach 



er ni 
ien dei 



re - main; 
nen Schein, 



Hum -bly 

nur in 





rit - 



p 



^ 



[ti r r 



>t4«.:iiu «Jit« «^:^ ^i^j : 



m 



gaz 
De 



mg on 

ntuih ihn 



thy bright - ness. 

be - fracli - ten. 



Thrill^ withmin-gled joy 

&e - Hg nur und irau 



and 
rig 





^^ 



öT tempo 



pam. 

seinl. 



p I r' ^' ;i ^' ff" P 1 1 



S5 



Ne'er thou'lt know my heart^s de - vo - tion, 
Hö - re nicht mein siil - les Be - ien, 



Thtf for 
dei - netn 





ih 



^ 



^ 



c\g 



* 




^ 



t; 



thee 



my ev 

cAe nur 



^ 



s 



s 



I 



'ry pray'r; 
ge - weiht} 



^ 



I am but 

darfst mich, nied* 



m 



a low - ly 
re Magd, nicht 
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fe 
^ 



f 



S 



i 



A9 



maid - en, Thou 

ken - nen ho 



a star 

her Stern 



of spien 
der Herr 



m 



^ 



dor rare, 

lieh ' keit,^ 



n 




Thou a 

Ao - her 





k 




P 



^ 



^ 



^^ 



^ 



^ 



P 



star- 

Siern 



of Spien - dor rare. 



On- ly she, 
Nur die Wür 



most pure 

dig - Sftf 



and 





E 



E 



^^ 



t 



FT" ^ 



k 



^^ 



worth - y 
AI len 



Must find fa - vor in thine eyes, 

darf he - glü - cken dei - nc Wahl,. 



And a 
tttui tc/t 





* 



f 



p 



thou - sand times PH bless her, 

will die Ho - he seg - nen 




Thus ex - alt 

vie . le tau 



eS^ to the 
send 
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should weep for ver 

Will mich J^reu en dann 



y glad - ness. 



^ 



.^^^^.MjjijJJJhjJ^^ 




it' i . r j ij~j i j. j j^ ^ ^ 



sun - der; Break, O heart! It mat - ters not! 
hre - cheit, brich, o Herz, was liegt da - ran? 



'!'''' JTTliJJi 



iiiiii^^ 



a tempo t^^ 



'' ' h ){mijm l|JTin .(7?! I tJ^iijJ i 



79 




k 



2± 



v 



^ 



no - ble, 
AI - ieu, 



^^ 



J^J^J'J^J 



Oh, how gen 

wie so mil 



tle, oh^ 



how kindl 
so gut! 



^^ 



Lips so 
Hol - de 





k 



?-r 



r) 



^ 



t J'i J 



ten - der, 
Lip ' Pen, 



^ 



t 




m 



c^ 



eyes so ra - diant, 

kla - res Au - ge^ 



Stead-fast heart 

hei ' ler Sin.i 



and loft 
und fe 



mind; Oh, how gen - tle, oh, how kind! 

Muthf wie so mil - de, wie so gut! 



^ 



y 

sier 
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HEINRICH HEINE (179(M866) 
Trunks lated by John S. Dwight 



I'LL NOT COMPLAIN 

(ICH GROLLE NICHT) 

(Composed in 18*0) 
(Original Key) 



ROBERT SCHUMANN,Op.48, N9 7 
"Poet's Loy^(I>ieAteriie6e) 



VOICE 




ModeratO (Nickt zu sdmell) 



PIANO 



^^ 



J) j\ j) I J ^ J^ J ^ J^ U' 

m not com-plain, tho^ break iny hei 



^m 



Ich grol - le nicht, 



tho^ break iny heart 

und wenn das Herz 



in 
fluch 





ä 



^^ 



^ 



^ 



twain. 
bricht, 



O 



love for ev 

wig ver - lor^ 



er 



lost! 

Lieh, 





j J) i^ 



e 



^ 



n 



s 



1^ 



^ 



^ 



O 

e 



love for ev 

VBfig ver - Zor' 



er 
nes 



lostL 

Liebt. 



m 



not. 



com 
Z« 





ä 



m 



f 



i 



5 



^ ;i j) }\ 



piain, 

nicht. 



tcfe 



not 
grol 



com 
le 



piain, 

nicht. 



How 
Wie 



e'er thou 
du auch 
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ä 



shin'st 
strahlst 



1 j^ ji y ^) j* j n^^ ^^ ^ 



in dia - mond spien - dor bright; There falls no ray 

in Di - a - man - ten - f rächt, es fällt kein Strahl 




in-to thy 
in dei -nes 





^ 



^ 



X 



rit 



f J) J) ß i 



a tempo 



T"»" 



■o- 



heart^s deep night, I know füll well. 

Her - zens Nacht» das weiss ich längst. 



a tempo 




g 



2 







f 



^ 



b J^ J^ I i "J 



^S 



^> J\ i 



22 



rU not 
Ich grol 



com 
le 



piain, 

nicht 



tho' break my 

und wenn das 



heart 
Herz ^ 



i 



jL 



ä 



^ 



m 

auch 




J J V J^ ii ^ 






twain. 

bricht. 



In dreams 
/c/t sa/i. 



I saw 
dicji ja 



? 



thee 



xm 



wan 
Trau 



ing, 



And saw tEe" 
und sah die 
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i. i. ^ i. 



I 



I 



£ 



M ^ P 



night with - in thy bos 
Nacht in dei - nes Her 



om 
xens 



reign 



mg, 
fne, 



And saw the 

und sah die 





Cresa 



i- 



ji 



j 



/^V{ - 



ci 



p ^ p p r 



snake that on thy heart 
Schlange die dir am Her 



f 



'X—J ^ iL 



doth 
zen 



- 'P p r P 



gnaw, 
frissi,. 



How 



all 



for 
mein 






atempo 



F F [^ r- 



^ 



X 




ä 




lom thou art, my love, I saw. 

hiehi wie sehr du e - lend bist. 



Fll not com - piain, 

Ich grol . le nichif 



Fll not coTtn - 

ich grol - le 




Tl 



fa fempo 



g 



z 



z 




^ 



piain. 
fUchi, 
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HBINHICH HEINE (t7»»-i85e) 
Translated by Arthur Westirook 

Moderato (Massig) 

VOICE 



THE TWO GRENADIERS 

(DIE BEIDEN GRENADIERE) 

< 
(Composed in 1840) 

(Original Key, G minor) 



83 



ROBERT SCHÜMANN, Op. 49, NQ 1 



PIANO 




To France were re^tunwngtwo grexta- 

Nach Frank - reich %o 'gen$swei Ore -na- 

Je les ai vus ces deuz gren.^ . 









they came to the Ger- man fron - tiers, 

sie ka-fnenin^sdetU'Sche Qtuir - tier, 
des Rus-ses long^texnps pri . son . niers, 



Their heads were bovrtl down with * 



sie lie . ssen ä/ie Ko - ffe 

Na . Talent plus qu'une es . pe - 



iv r^^ [ ur 







p 



j j> i' j j' j' 



j' j' J- J> I 



* 



* 



gnev 

han 

ran 



- mg. 



Twas there that they both heard the 



Da 
Sou 



hör ' ten sie Bei - de die 
dain au . tour deuji ce bruit 



sor - row-ful tale, 

trau - yi - ge Mahn 

.^is.sant: 



Dis 
dass 
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^ 



^ 



J AJh 




as, - ter their coun - try had shak - en, 

Frank - reich ver - lo - ren ge - gan - gen^ 
France est vain . cu - e^et suc . com . be; 



De 

he 
Ses 



feat - ed and scat - ter'd the 

siegt und ge-schla - gen das 
fils ont pour el . let^'-pui . 





val - iairt host, And the Em-p!ror,theEm-p!rorbeen ta-ken. 

Heer, 
sang, 



ta ' pfe -re Heer, und der Kai - set; der Kai - ser ge - fan -gß'H* 
66^ tout leur sac^g, ÜEmpe - reur est cap.tif ! le uieu tom . oel 





Then sor - rowÜ to - gether the gren-a-diers, 

Da xvein ' ten zu-sammendieOreftra-dier^ 
Jki Yu des pleurs s'&xhapper de leursyeux, 



Such dole - ful news to be 

wohl ob 
Gar la 



der klag - li-chen 
ouvelle e'.tait 





leam-ing; Andonespoke out a-mid 

Kwn - de. Der Ei - ne sprach: ^ie weh* 

Trai . e L'un dit a - lors! Je suis 



his 

wird 
trop 



tears, 

mir, 
vieuxy 



"Once more my old wounds are 

wie brennt mei-ne al - te 
Je sens se rouy.rirma 
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v JH J t i 



burn-ing" 

Wim - del' 
plai , e!" 



The oth-er 

Der An-dre 
Et r&utre 



Said: "My song 



. j) J. J^ 



sprach 
dit: 



ryDas Lied 
"A - dieu, 



IS 

ist 
chan 



done,« 

ausy 
son, 



would that I were 



auch 
La 



• * 



ich möchVmH dir 
mort fait mon en . 







i 



I 



- j' f t? 



• iT J I 




dy - ing5 

sfer - heut 
vi - e! 



But 

doch 
Mais 



! 



!Ä 



ve 



a wife and child 



ich Weib 
Ik . bas 



und 
fenuxte 



Kviid 
et 



at home 

2?u Haus, 
gar - 9on, 



On 
A 



f 



me 

qui 



for bread re - 

716 mich ver - 
je dois ma 



■5»—^ 



« 






^ 



¥ 



r 



r 



r 



m 






^ 



\ 




ly - ing." "Nor wife nor child give care to mel 

der 'bent^ ^^as schert mich Weib, was schert mich Kutd, 
vi - eJ' Femine et gar - 9011, a^m our, en - fant, 



What maUter if theyarefor- 

ich tra - ee weit bes - ser Ver- 
Pour moi c'en est fatt|rien ne 
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p poCO a poCO agitato {nach und noch beaegter) 



' M r r ^ ^ 



i ^ J) I J. 



Em.- p?ror, my Em. - pVor is ta - ken! 

Kai - seTyinein Kai - ser ge - fin - genl 
mon Em . pe . reur n'est pas H . bre! 



Oh, grant 

Oe - währ* 
A . mi| 



i' it j> J^ j^ I 



me, broth-er, btit one 

mir, Bru - der, ei - ne 
.^e m'en fie a tes 







ä 



^^ 



^ 




* 



prayer, 
BiHi 



soins, 



If 

Wenn 
Mon 



I 

ich 
coeur 



my hours 

jetzt ster 
bri . 8^ 



must mun - ber 

ben wer - d«, 
t'en pri . e! 



Take 

so 
Si 





with theemycorpse to my na - tive land; 

ninmt mei-ne Lei - che nach Frank -reich mitj 
je dois mour.ir que mon corps du 



inoms 



In France let me calm 

be - grab^ mich in Frank 
Re . po . se dans 



reichs 
ma pa - 




piü moSSO (schneller) 




slum - ber 

Er - de, 
tri - e: 



My 

Das 
Ma 



cross 
Eh 

croix 



of hon- or with its band 

ren-kreuz amroth-en Band 
tu me l'at.ta.che . ras, 
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^ 



^ 



i 



t 



i 



Leave on my bos - om 

sollst d/u aufi Herz wir 
Pu - re^t de sAag trem. 



ly - ing. 

le - gen; 
pe - e, 



My mus 
die Flin 




ket place with-in my 

te gieb mir in die 
tu . Bil re^fi ä mon 





ä 



I '^^j'ij. 




z 




I 



band, 

Handy 
bras^ 



t 



und gilrf 
£t dans 



mir um 
ma main 



'SusT 



My sword a- round me ty - ing. 

den De - jren. So 

e - pe - e. Je sc - 





will I lis- tenwith - in thetomb, A 

wiU ich lie-genund hör- chensUÜ^ wie 
rai de l'e - lex - uel aom-meil La 



sen - try still and un-stir- ring, 

ei ' neSchildrwacKfim Gra - be^ 
aen . ti. aal . le mu .et. . ta. 





war of can - non re - sounds thrrf the gloom, And tramp of the horse - men 

einst ich hö - re Ka - no - nen - ge- brüll und wie - hern - der Ros - se Ge - 

la jo - yeii _ se trom- 



ca . noas so,n . ne . ront mon re . yeil 



vec 
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■%t 



«^ 




Ira ' hti, 



o - ver my grave will my 

rei ' tet mein Kai - $er wohl 
moii Em . pe . teux aur mfiA 



^^^ 



Em - per - or ridc,Wliile 

ü ' her meinCrraby viel 
OS pasfie^a . lora^ T^ 











Nwordn with clatih are de - scen - ding^ 

Schwer - ier Mir - ren und bli - tzent 
bouri t fal . iei voui en . ten . dre, 



i 






While 

viel 
Tarn 



swords with clash are de - 

Schwer - ier klir - ren und 

bours fai . ies vous en ^ 




* 



^ 



m 



^ 



M 






f 



• ■• • •■" 



f-.i--'i^^^ 



Hcen-dinp[) 

Un . dra, 



Then, 

Ar 



p 



ed to the teeth, will I 



A ü u t*n . dr«, Ar 



armed to 

%Mg^ ich g^'Waff ' nef 

if ja me Uto ai 



^^ 



in( 



rise from my grave, 

her - vor aus demOrab- 
de ier . xe je aora 




^H 



t 




i 




nt 



' 0f':^ 




m 



Kmfiruri my Em-pVor de - fend^ingr* 

Kmi - «#n ^^H i^^i * fft^ «<< sohüi -nt^nh 
m^XL Sm«p».raur a d4 • fen.dre« 



Adffgio 




HIS COMING 

(ER IST GEKOMMEN) 

(Original Key) 
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FRIEDRICH RÜCKERT (nss-isee) 
TrafLsiated dp John S.Dwight 



ROBERT FRANZ, Op.4,N*27 



VOICE 



PIANO 




AUegro agitato 



Cresa 



tJ 



Wild 

Er 



was the day 

ist ge - kom 



j ji i r ^r 1^ 1 ^^ 



when he came. 

men in Stumiu 



with greet 
.wnd Re 



ing; 







t; 




For him how wild - ly my heart. 

thfn schlvg be - klom - men mein Herz^ 



was beat - ing^ 

eni - ge - ^en. 



Could 
Wie 



I be 

kowtvt* ich 







Cresa 



p 



^ 



/: 



^ 



§ 



^ 



know - ijig 

ah - nen, 



That 

dass 



he was go - ing Üp - on 
sei - «e 5ää - nen sich ei 



the 



path where we 

soU ' ien 
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tJ 



üi> i_ jj^i r 



i 



^ 



soon should be meet 

fnet - nen We 



ingl 

ia melode ben marcato 







1 



^ 



^^ 



Wild was the 
Er ist ge - 





^ 



cresc. 



day 

kom 



and 
men 



J' i f ^r P i T 



i 



^ 




the rain ^ 

in Sturm. 



was beat 
v/nd Re 



mg; 



He 

er 



won my 



Cresa 




heart. 

fU)flt 



by his look 
men msvn Herz 



and greet - ing. 
ver ' we - gen» 



Nay, 

Nahm 



'twas no woo - ing, 
er das mei - ne? 
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m 

^ 



p 



^ 



^ 



f 

m 




'Twas 

ftühfit 



Fate's own do 

ich das sei 



ing: Ere Ups 

ne? die bei 



had 

den 







souls 
sich^ 



were meet 



ing! 
^ fkelode ben marcato 



Cresa 





^ 



cresc 



day 



I j' i r "r M^r 



3 



1 



/^ 



r p \' n ^ \ 



of his com - ing and gieet 

men in Sit4rm> und Re 



ingl 
gen. 



DajTs may be dark and the 

Nwn ist eni - glom - men des 
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Spring - time fleet - ing; No long - er he's near me, yet faitk 

Früh lings Se - gen. Der Lieb - sie zieht wei - ier, ich seh'^ 



shaU 



es 





fep 



i 



P 



i 



r r j> i J- J Jmi^ p 



cheer 

iiett 



me; His heart 

^en denn mein 



to 



nune. 



er. 



still tru 
au/* a/ 



ly, txn 



len 





te 



^ 



f ^ i 



± 



beat - ing. 

We • gen. 

M melode ben marcato 
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To Frau Dr. Livia Frege 

OUT OF MY SOUUS GREAT SADNESS 

(AUS MEINEN GROSSEN SCHMERZEN) 



93 



(Original A^ey) 



H£INKICH BEINE ri799-i856) 
Translated 6y Freden c Fielri Bxdlard 



ROBERT FRANZ, Op.6,N91 



VOICE 



PIANO 




An dante Ferve ntly (Innig) 



^ 



1 



m 



1^ j^ i ^' i' 



Out of my soufs great sad - ness 

Aus mei- nen gro - ssen Schmer - zen 



My lit - tle songs come 

V mach? ich die klei - nen 




fe 



V 



«; 



^ 



^^ 



? 



f 



i 



i 



^ 



^^p 



ing Tfiey 

der V unrf 



wing - ing; Like wee, feath-ered birds, a - sing 

Lie - der, V rftV he ben ihr klin - gend Ge - fie 




« Ä 
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found her, and round her hover'd,., And now theyVe Comeback, and they 

fan ' den den Weg zur Trau - ien, doch kotn - men sie wie - der und 





scold 
kla 



me, And yet not a song - let has told me What 

gen, V und kla - gen und wol - Ien nicht sa - S^^> V ^os 



lfi-in,nir^- 





%\ lJ}i J'' j^ \ \ 



? 



tney inher heart dis 

sie im Her - zen 



cov 
schau 



ered. 

ien. 



lä!* 



^ « 



^« 
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To Frau Dr. Ltvta Frej^e 

LASSIE WITH THE LIPS SO ROSY 

(MÄDCHEN MIT DEM ROTHEN MÜNDCHEN) 



95 



HEINRICH HEINE (1799-1856) 
Translnied by Sir Theodore Martin 



original Key) 



ROBERT FRANZ, Op. 6, NP 5 



Andantino con moto Fervently (innig) 



VOICE 



PIANO 




^ * 




With the «yes so soft and bright^ 

mii den Aetig . lein süss und klar. 



Dear wee las 

Du mein lie 



sie, 
bes. 





poco fit 




I keep think - infj, 

Ali sses Mäd chen. 



Think - ing on 
Dei - ner denJu 



thee day 
ich int 



and night . 
mer i dar. 




♦) Remark: The sixteenth notes of the triplets must throughout be light and short. 

AnmtfrA,^ Die Seckaz&hntheile der Triolei\figuren müssen durchaus lefuht und kurz ange.sehlageu icerd*^ii. 



Oliver Ditson rompuii> 
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atemfio 



4*) (nichts) 



(lan>i:> 





/ 



Would that L 

Mild ich möch 



were with 

ie bvt 



thee, dear, 

Dir sein. 




^*fe 



(crack - in 



^ 



h i^ J' 



couth ■ - ly) 




«J 



n p p p 



i 



5 



Arms a - bout thee, chat - ting gai 



ly, 



hei Dir si tzen, mit Dir schwa - izen, 



With no mor 

im ver - irau 



ien 




^ « 



<&&. 



« 



4) The Scotch words in parentheses are in Sir Theodore Martins translation. 
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With ferfwr 

fMtf Wärme) 




(jimp and sma) 




kft 



f Ui- •! 



"} ic^/pl J^ ^ 



^^^f moUopiu lento 



ThyA^vhite hand so fair and small, 

Dei - ne klei - ne wet - sse Hand, 



And my tears for 

und mit Thrä- neu 








(fa*) 



^> 



P 



J^ ji I J- J 



^ 



ver - y 

sie be 



rap - ture Ön that wee white hand should fall. 

ne - izen, Dei - ne klei - ne wei - sse Hand. 



<^0 ^* 




ML.- 154 -3 



98 



To Otto Dresel 



TEMPESTAND STORM-FURIES SHRIEKING! 

(DAS IST EIN BRAUSEN UND HEULEN) 



HEINRICH HEINE (1799-1856) 
TrandaUd by Frederie Field Bullnrd 



(.On'fcttial Key) 



ROBERT FRANZ, Op.S.N'M 



VOICE 



PIANO 







Agitated and passionate Auffreregt. leidenschaftlich 

L ^ u_a .^ -J- 



r [^ ^ 



- J i)j-' 



«■ 



rMr F (T ^ ^''^ ^ 



1^ 



E 



Tem-pest and storm-fu-ries shriek-ing, Black skies and rain-sheets a - bovel 

Das ist ein Brau - sen xvnd Heu - len, Herbsi-nacht und Re - gen und Wind! 







«/■ 



«J ZI 



^^ 



± 



?^ 



Where is the maid Tm 

"W^ mag wohl je - faro 



seek 



wet 






g 



1 



ingy My.^ far - off, lone - ly 

len mein^ ar - mes, han - ges 




*^ 
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quieter than betöre 

(ruhiger als vorker) 



^ 



f »MF P i^ 



l 



fefe 




Me - thinks that 
Ich seh! sie 



she sits 
am Fen 



at 

sier 



her 




* ^ 




case 
leh 



^ 



ment, With eyes füll of tears and 

nen, im ein - sa - men Kam - m,er 



pam, 

lein: 



» ^ 



* f&. 



And 
das 




^lowljf, with breadth 

(langsam, breit) 




ga - zes with bit - ter 

-Au - ^ ge -füllt mit 



nen 



In - to the night and 

starrt in die Nacht hin 



^ 



ram. 



etn. 



trn. 




«&b. 



« fiS). f^ 



MJ,-lfi2- 2 
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To Josefh Fischhof 

REQUEST 

(BITTE) 

(Original Key) 



NIKOLAUS LENAU (isno-isso; 

^Translaied by Arthur Westöroak 
b) Traoslated bj J.B- Johnson. 



ROBERT FRANZ,Op.9,N9 3 

(1815-1892) 



VOICE 



PIANO 



LarghettO SOStenutO (Mit tiefster Innigkeit) 





ftfel 

dei 
nivd 



thy 



ne 
with 



gen . tle 
gan 

gen 



ze. 

tle 



might. 

Macht, 

light, 



With thy 

ern - sie, 

Bar nest, 



gravor and- dream - y 

mil - de, triiu - me 

mild, with — dream - light 





sweet - ness, 

ri - sehe, 

beam . ing, 



Thine 



un 

Fair 



un 
er 

aa - 



fath - om'd, 

grimd - lieh 

daj, and 



won 
sü 

oalm 



drous night. 

sse — Nacht» 

— night ! 



as 
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i^ 



t 



^ 



m 



5 



Take, now, 

Nimm mit 

With- thy 



with 
dei 

pow.V 



nem 
of 



som 

Zau 

blest 



b're 



en 



mag - IC 

dun - kel 
ohant ment, 



P 



T 



From 

die 

Take 



my 

se 

me 





a 



sight 

froxn 



t 



this 

this 



World 

hin 

World 



a 

ncn 



way, 

m^ir, 

way; 



That a 

dass du 

Rule my 



^m 



lone 

u 

life 



thou 

ber 

and 




m J J I jj , 



^ 



ma3r^t 

m.ei - ncwt 

rule for 



for - 



ev 

Le 



er 

be7i 



■\ 



er, 



m 



O'er my 

etn - sam. 

Thee a 



) J) I p i ^ 



life — ex 

^okwe ' best 
f 

lone will 



tend 
/ür 



thy 
timd 



sway. 

für, 

bey. 



^ 
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To Frl. Hermine Haller 

DEDICATION 

(WIDMUNG) 



WOLFGANG MÜLLER (I8i6-i873) 
. Tra vsiated by Arthur Weaibrook 



(Original Key) 



ROBERT FRANZ,Op.l4,N91 

(1S15-1892) 



VOICE 



PIANO 




Andante espressivo {Inni^) 



Hz 



^S 



P" M ' 



^ 



^^ 



mm 



Oh, thank me not for what I sing thee,- Thine are the 







ian - ke nicht für die - se Lie - der. 



mir ziemt es 





songs, no .gift of mine 

dank - bar 'Dir zu sein; 



Thou gav'st them me;. 

Du gabst sie mir, 



I 

ich 



but re 
ge - be 





# 



I 



^ 



turn fhee whät is and ev - er will be 

wie - der, was jetzt und einst und e - wig 



thine. 
Dein» 




^SöT ^ 
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# 



k^ 



n^ 



P 



? 



^m 



^ 



^ 



r r p 

ev - er. Th 



^ 



Thine 

Detn 



were they 

svnA sie 



ev 



'ry 
le 



one 



for 



ev - er. i'he 
we - sen. Aus 



light 
Dei 



«er 





# 



1? r r ,^ ir i 



a£ 



in thy diBar eyes shone 
lie ' ben Au - gen Licht 



r g I r ^' 



M. 



^^ 



Tru - ly hath taught me 

haV ich sie « treu - lieh 



how. 
ab 



to 





ü 



tJ 



^ 



m 



read tlxem; 
le - «en, 



^ 



* 



Dost thou not 
kennst Du die 



know- 
eig 



^ 



ä 



they are 
nen Lie 



m 



f 



i 



thine own, _ 

der nicht?. 




hNsM 



m 



^m 



€) 



^ 



ff i'i J J^' ^ ^ 



Dost thou not 



know 



they 
nen 



are 



thine 
der 



own?- 

nicht?. 
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*^* NOW WELCOME, MY WOOD 

(WILLKOMMEN, MEIN WALD) 

OTTO ROQUETTE (Originalircy) 

Translated by Chof-Us Fonteyn Manney ROBERT FRANZ, Op .2 1 , N21 

Vivace 

Gay and ani inated (Fr isch und lebhaft ) 

voicE \ m^ ti u ff I I V j' :j' I r r J^ 



PIANO 





^ 



i 



i 



V 



treati 
Haust 




hat a greet 
durch die Wi - 



r P.M ir 




ing I hear 
schon hallt 



in — thy mur - mur - ing 
mir dein frrü ' ssend Ge . 




sweet! 

braus, ^ 



How grate - - ful a draught 
Wie trink* ich in Zu - 



IS thy pme - 
gen mich frisch 



- la - den 

yind ge - 




air 



sundj 



Re - viv - - ing my heart 

hier athm* ich Ge - nu - 



free of ev - - 'ry 

- gen aus Her - - sens - 

1 j. 
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i 



There mounts. 
Zum gra - 



to the height 
st - gen Hang, . 



from 
auf- 




val - 
siei ' 



leys be - low«. 
gendtxym Thal, 



Both the peal. 



and the 
und des 




Sun 
A 



set 
bends 



Sirahlj 



And the breeze 
und es rauscht 



in the oaks 
in der Ei - 



tow-Ving 
- che hoch - 
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earth 
Welt, 



peace 

Schwei 



and the wide 
und den Hint 



arch - ing sky; Änd I dream 

niel wie gross! Und ich trau 



in the 
me vm 




and the still 
gen der schai 



ness a - lone^ 

ii - gen Ruh'^ 



That heav'n 
den Hirn 



IS my 
fnel mein 





is my throne! 
de da - zul 
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To Johanna Wagner 

THE LOTUS FLOWER 

(DIE LOTOSBLUME) 

iOrtgt'uaiJCey) 



HEINRICH HEINE (1799-1856) 
Translaied 6y Arthur Westbrook 



ROBERT FRANZ, Op.26,N91 



VOICE 



Andantino COn moto With fervor (Sehr innig) 

k ^ 



PIANO 





neath the sun's 

vor der Son 



f ierce light, - 

ne Pracht, 



With droop- ing head she 

und mit ge . senk - tetn 




. * ^«^ ^^ «^ « 




Wait 
Raup 



^^m 



f 



t 



t 



eth, She dream-i - ly waitsfor the night. 

te er - war. tet sie trau- mend die Nackt. 



5«ö. *^*^ *«&Ä.* 
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Der 
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k 



[^ P F F 



moon IS 

Mond, der 



her true 

ist ihr 




wakes her with fond 

weckt sie mit sei 



* «ea>.* «ea. * 






*L 



* "Sa, 



* 5&. 



em - 

netn 





^ 



* ^ «tea.*^ *!eÄ * 




/// 



ly flow - er face." 

des Blu - men - ge . sieht. 



f 



She 
Sie 



O > r Lf I 



blooms,- and glows, and 

blüht und glüht und 




^«^ «^*<ifcö.* ^ 



**eö. * 



*eÄ 
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HO 




t 



ä 



bright 
leuch 



m 



p 



F p r 



^ 



ens, And mute - ly S'*- - ^®^ *^ 

^e^^ ttn<i star - rei - stumm in die 



bove; 

mm-, _ 



* ^ 



g 



^ 



While 
sie 





i 



^^^^^^^ 



-ir g '-[7 



cfesc. 



i 



M P 1^ 



weep-ing, ex-hal - ing, and trem 

duf - f^fc un^ «ü^i - nei und %ii 



bling With love and the pain of 

ieri vor hie - be und Lie - bes 







*^*^ * ^*^*^* — ^ ^ 



4i» tiS). 



« 




p 



'' p i r 



M Ir r 



I 



I 



^ 



love, 
weh, 



With 



love 
Lie 



and the 
6^ ti-nrf 



pain 
Lie 



of 



love, 




* 5e&. * ög^ 



» ^ * ^ 



* ^ 
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IN THE DREAMY WOOD I WANDER 

(WANDL' ICH IN DEM WALD DES ABENDS) 



111 



(Ori^nal Key) 



HKINRICH HEINE (1-799-1856) 
Tranxlated by Emma Lazarus 



VOICE 



PIANO 



Tenderly, with feeiing* 
LarghettO (Zart und innijs:) 



ROBERT FRANZ, Op.39, N9 4 




In the dream-y wood I wan- der, In the wood at e - ven - 
WandV ich in dem Wald- des A - bends^ in dem iräu - ms - ri - sehen 




con Pedale 




tide; 
Wald, 



side. 
sialt. 



Ev - er doth thy grace - f ul fig;-ure Wan -der soft - ly at my 

im - m^er wa^tudeli mir zur Sei - ie dei - ne zart - li- che Ge 





^^ 




Is not this thy white veil floät-ing, This thy love - ly gen-tle 

Ist es nicht dein wei - sser Schlei- er? nicht dein sanf-ies An - ge 
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face? Is it but the moon-light break-ing;, Thro' the gloom - y pine -tops' 

sieht? - der ist es nwr der Mondschein, der durch Tan nen-dun -kel 




■"''h i mi.jJUj iJ/r^^ I 'L-u 



hear, Or art thoi],in truth, my dar-ling,Weep -ing by my side so — near? 

hor^ - der gehst du. Lieb - sie, wirklich wei - nettd ne - ben mir ein . her? 




THE ROSE COMPLAINED 

(ES HAT DIE ROSE SICH BEKLAGT) 



113 



FRIEDRICH von BODENSTEDT (istt- i89s) 
'From the Persian of Mirza Schaff 7) 

Tratislated by George L. Osgood 



f Original Key) 



VOICE 




fe 



LarghettO -Fervent and tender (inni^ undzari) 



w 



^ 



i 



eapreUHtco 



PIANO 



^^ 



Con Ped. 



ROBERT FRANZ,Op.42,N95 

(1815- 1S92) 



»> i i» I 



The rose com 

Es hat die 





plain'd with hang 
Ro - se sich— 



ing head, 
be - klagt,. 



Her fra-grance all too soonr was 

dass gar zu schnell der Ikfi ver 





\ ^'ih, ji i' n ^^ 




go - ing, Which spring had lav - ish*d sweet and ver- nal! 

ge - he den ihr der Lenz ge - ge - ben ha - be. 
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her, 'twas then 

ihr ziMn Trost 



I Said, 

ge • sagt,. 



Her fra-grance throug^h my songs was 

dass er d/urch mei - ne Lie - der 





float - ing, 
we - he, 



And therewould find 

und dort ein ew^ 



a life e 
ges Le - ben 



ter - nal! 
ha - be. 





ML- 26-2 



W. OSTERWALD 
after the Russian of SCHUKOWSKY 
TrafUilated by Arthur Wetitbrook 



VOICE 



PIANO 




^ 



Moderato 



^ 




^^ 



p 



^ 



THE DREAM 

(DER TRAUM) 

(Original Key) 



116 



ANTON RUBINSTEIN 
Op.8, N91 



P 



l V i' i J . J^ -r 



^ 



üp - on a mead 

Afn Wie - sen - Aü 




^ 



ow 



J'H^ J'j J'l 




b 



^ 



slope 
schlum 



^ 



^ 



^ 



;i: 



I lay, 

meri ich 



iL\af 



TT-t-r 




By wind - ing high - way bound 
dem brei - ien Weg 



zu - ne 



^ 



ed; And 



etn 





kfe 



3n» 



o 



* 



nf 



r r^P 



i 



wings of dream bore me a - way With an - gel host 

sü - sser Traum eni - rück - ie mich da - hin, wo En 




1 



sur - 
gel 



^ 



IT 
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I rai6ed> And round 
zie schwer und blick 



a - bout 
ie trau 



me sad 

rig um 



ly gazed; 
mich herj 




' H > > < > ■ ■ =: 




A. I I 







^ 

bE 



Cresa 



nf 



^ p M r 



When with a song 
kam, mH Ge - satt^ 



' P M r •^ 



f P ^r IT I 



The road a - long A youth - ful wan - dYer 

die Sirass^ eni - /att^ ein jun - ^er San - ger 






^ 



s 



£ 



^ 



^ 



J 



1. ü>^ 

^ 



p 



^ 



buiili 

« 

Busch 



and tree 

unil Baum, 



Be - fore 



the song was 
die To ' ne 



F'Ji JJJ^ 




t 



i 



% 



ÜJJJJ. 
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^ 



i 



crssa 



i 




dream 



his iones 
die mir 



to me 
den Traum 



With 



an 



ifi 





7«j|88 - S 



118 

W. OSTERWALD 
(after the Russian of Lermontoff) 
Translated by W Siigand 



YEARNINGS 

(SEHNSUCHT) 



^m 



ANTON RUBINSTEIN 
Op 8, N9 5 



Appassionato 



VOICE 






Give me days of gold-en glo - ry, And my dun - geon o-pen wide, 
Gönnt tnir gold - n« 7a - ges-hel - le, ^ff''^^^ ^^*' ^^* Äer- 4^« Schlots, 



PIANO 





And the fair- est maid of sto - ry With a black- manedsteed to ride: 
et - ne Maid gebt mir zur Siel - le und mit schrvar - zer Mahnf ein Ross: 



Ofer the 
Lasst m/ich 





C) 



^^m 



T-ir:^' 




^ 



leas let me go spring - ing, Spring - ing on my jet - black steed, 

ein - mal durch die Au - en gau - send sfren - gen auf dem Ross, 



^ 



O'er the 
lasst mich 





leäs let me go spring- ing, Spring-ing on myjet-black steed, O'ertheleas letme go 
ein - mal durch die Au - en sau- send sfren - gen auf dem. fioss, lasstmdchein ^ mal auf den 
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ff tepHpo 




spring- ing, Life and free - dorn to me sing - ing, Songs Iveyearn'd for in my need, 
Au ' en Xe - ben acht und Frei-heii schau - en, die ich sei - ten nur ge - noss, 




3 




i 



I 



■•1 
»fix 



i 



k 



HL 



a teiNDo 




> Q ' 'F- 




\ J>i'r;!if 



^^ 



Spring-ing on my jet - black steed! 
lassiyniohsfren^en auf dem Rossl 



m 



i 



m 



^ß 



i 



i 





> T^i^" ^r (! i r r r g l 



«; 



Place me in the hu 11 all bat - terci 
Mit ver-morsch - ten Brei ' fern gebt mir 



Of a 

nur ein 





ves - seltem-pest-tossdj 
scfitva - chesjschwan^es Boot, 



Let the sails in shreds be tat - ter'd , And the bark gi v'n o'er as 
des- senSe-gelvon den Wet»tem tau - send -fal - Hg sind be 
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^ J > J)i l J- ^T J>l 



j jij l J. >(!• ^ 



^P 



lost: Leap-ing mid the wild com -mo -tion,With no fear andwithno stay, Leap-ing 

droht: In die Wo - gen will ich sfrin-gen, un 'Ver-zagi und oh - ne Leid, in die 





mid the wild com - mo - tion,With no fear andwith no stay, Leap-ing mid the wildcom- 
Wb - gen will ich sprin-gen, un - ver-zagt und oh - ne Leid, in die Wo - gen will ich 

rit 





mo - tion, I would wres - tle with the o - cean, With its. end - lessmightat 
sfrin 'gen, tnii dem Mee - re ntann^hafi rin - gen und mit der Un- end- lieh' 

a tempo 




m 



^i 



m 



vhJJ J J 



i 



T 





play, 

keii 



With no fear and with no stay. 
un - ver-zagt und oh - ne Leid. 
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Meno mosso 





P 



Jj Ji Ji J^ 




r (?■ pir M' ^ 



State -ly, Where from tree 
Zin-nenj wo in Oär- 



andtrel-lis tall 
ien grün und kell 



Sha - dy vines droopdown se-date -ly Foun-tains 
blüht dieSchat'ien - rebl "^"^ drin-nen springi im 





leap in mar-ble hall; Letthemprat 
Mar " mor-saal der Quell. Lasst ihn rau 



tle and keep leap -ing, 
schen^lassiihn sfie» len^ 



Till soft slum-ber holds me 
bis der Schlummerkommi ge - 





fast; Let them prat - tle andkeep leap-ing, 

mach, lasst ihn rau-schen,lasst ihn sfie-len, 



Till soft slum-ber holds me fast; Let them 

bis der Schlu^mmier kommt ge - mach, lasst ihn 
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rit. 



Wk 



p ^p i^p ip ij i' i^y p i^p ^ ^^ 



^^ 



prat 



tle and keep leap - ing, Cool air round my tem-ples creep - ing^, Till my 

schenjlassi ihn spie - lerij lassi die Schlä - Jh ihn mir hüh - lenj dass ich 




pf 



Hl 



^^ 




^ 



p 



i 



*^ 







dreanii 



i> ' ' ■ 



^^ 



as now is past, 
^^nd sanfi er - wach^ 



Till my dream 

dass ich iräum^, 




a tempo 



' [• r w" 



m 



p 



m^ 



now is past. . 
sanft er - wach\ 



pa tempo 







^ 



^ 



^ 



^s 



^ 



as 

und 





^ 
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THERB WAS AN AGED MONARCH 

(ES WAR EIN ALTER KÖNIG) 



HEINRICH HEINE (l7»9-i8Kti) 
Translated by Arthur Wcstbrook 



ANTON RUBINSTEIN 
Op.32,N9 4 



Moderato 



VOICE 



PIANO 





\^' r P r p I M ^' ■'' 1 ^' ■'' r ' 



^ 



^ 



i 



hair y^as gray, his heart like lead; The poor old king be - thought him A 

KeYZ war schwer j sein Hauff war grauj der ar - me al - ie Kö* - nig, er 



b 




i 



W 4 



P 



T7 



t) 



r-t- 




XJI' 



*• 



ZI 



* 



B 



f 



t 



p 




1.1' j ii J^ .. J ^^ 



f t V || j^ I f f! p r I 



^ 



fe 



maid young and fair to wed. 

nahm ei - ne jutt - ^e Frau. 



There was a youth-ful page too, 

Es war ein jun-ger Pa - gej 
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^ 



V 



m 



P F r h M p F Mr ^^ 



Blond were his k>cks^ 

blond war sein Hav/pi, 



gay was his mien^ 

leicht war sein Sinnj 



The silk- en train he 
er trug die seid - ne 



car - ried That 
Schief' fe der 




V 



^^f= 



p 



ii 



^m 



w. 



s 



m 




i^'' r p fi' Jir ^ 



robed the youth - ful queen. 
jt*n - gen Kö - nt - gin. 




Sad is the old- en 

Kennst du das al - te 





sto - ry, But sweet to hear, al - tho' we weep, 

Lied' chen, es klingt so süsSj es klingt s6 trübj 




k 



u 



But 

es 




IT: 







11 



^ 




k 



^m 



p Ig p 



* 



sweet to hear, al - tho' we weep: 

klingt so süsSj es klingt so trüb: 



t i M> 



^^ 



^ 



They needs must die to - 
Sie muss - ten bei - de 
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\t r J. J' Hf ff M I r 



i 



^ 



i 



geth - er, They needs must die to - geth - er, They loved with ä love too 
sier - berij sie muss - ien bei - rfß «/^r - betij sie hat - ten sich viel 



zu 





^ 



\l 



^^ 



deep, 
lieh,— 



^^m 



m 



^P 



^ 



They needs must die to - geth - er, 
sie fnuss - ien bei - de sier - befi, 



l i ^J^ \ 



They 
sie 





k 



m 



^^ 



r r ir i r 



ff 



loved with a love 

Jkai - ^«ti <tc^ viel 





k 



^^ 



r r i r< r i 



i 



p 



love too deep, 

viel zu liebj 



love too deep. 
viel zu lieb. 
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THOU'RT LOVELY AS A FLOWER 

(DU BIST WIE EINE BLUME) 



HEINRICH HEINE (179B-1856) 
Translated by Charles Fonteyn Jianncy 



(Original Xcy) 



ANTON RUBINSTEIN 
Op.32, N2 5 



VOICE 



PIANO 




Moderato 



P 



f iyj) ij. ^^ 



con Pedale 



^ 



ThouVt love - ly as a flow 

Du bist wie ei ^ ne Blu 




i 



m 



^ 



j ^p ip p 1 ^^ 



tj 



er, 



m 



So fair and pure thou art, _ 

so hold und schön und rein. 



I gaze on thee> and 

ich schau* dich an, und 
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ten - der de - vo 

ob ich die Hän 



tion, Fd rest up - on 
de aufi Häuft dir le 



thy hair, 
gen sollVj 




if«% 




f 



Cl 



^m 



I p hJ'' J' 



= f. 



r ir' ■" i j -'^■J'i-^ 



Pray-ing that God ev-er keep thee So love - ly pure and fair,. 

be - tendjdass Ooit dich er - 4a/ - ie so rein und schön — und holdj 




\ l[ J 

tj — 



? 



h 



cr»sa 



^ 



t 



H^ 



Pray - ing that God ev - er keep 

6« • iendj dass OoH dich er - hal 



^ 



^ 



P 



thee 
ie 



So love- ly 

so rein und 
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m 



pure. 
schön. 



^^ 



P 



and fair, 
und holdj 



i 





k J J^ J^ 



t; 



Pray- ing. that God 
be - iend dass Goii 



ev 

dich 



m 



^ 



^^ 



er keep thee,. 
er - hal - iej — 




Ossku 




4^1 V ^' iJ» p i r Lr F fr p ji/ 



So love - ly, love - ly, pure — and fair! . 
so rein und schön^ so schön ^ und hold. 



p 



E 



So love - ly, pure 

so rein und schön 



and fair. 

und hold. 



^ 



i 



i 



^ 
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HEINRICH HEINE (nw-isse) 
Transhted by Arthur Westhrook 



(Original Key) 



ANTON RÜBINSTEIN, Op.82,N9 6 

U829-1894) 



VOICE 



Moderato 






€? 



PIANO 



P 



' I p p J J I p J^- j-'i p J'r ^ 



Ev-'ry day thei won-drous love - ly Sul-tans daugh-ter pacedthe gar-den, 

Tag' lieh ging die Ttnin-der-schö - ne StU^tUns-ioch - ter attf und nie -der 




k 



iPr ^ 



P 



niz!'' " 




k= 



p J' p f' M, P ^ ^ 



i 



^^ 



^ 



^ 



i 



1 



In the eve-ning near the foun-tain Where the foam - ing wa-ters whit - en. 

die A - bend - zeit am Spring-brunn, wo die wei - ssefi IWw - ser plät - schern; 



tum 





^ 



^' ^ r ^ 



p p f p I p p r p 



¥ 



Ev -'ry day the youth-ful slave stood In the eve - ning near the foun - tain, 

tag- lieh stand der jun - ge Skia - ve um die A - bend - zeit am Spring. brunn, 
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mm 



t9-^ 



Where the foam- ing wa 
wo die wei - ssejt Was 



ters whit 
flät 






ser 



en. 

scherv. 



Dai - ty grew he pale and 

Tag- lieh ward er bleich und 





t 



i/im. 



J \ i i J) 



te 



s 



# 



crese. 
animato 



pal - er, 

hlei - eher, 




^ 



^m 



^ 



pale and pal - er. Till one eve - nitig stept the Prin ^ cess 

bleich und biet -eher. Ei - nes A - bends trat die Für - stin 





k 



O 



^ 



To his side 
atif ihn zu 



^ 



^m 



^ 



p ^Htringendo 

h h j> > j^ ^ 



p 



s^ 



iit 



with hur- ried ques - tion. Teil me, slave, thy name,thy coun - try ! 

mit ra - sehen War - ten ; Dei nen Na - fnen will ich wi - ssen, 




\!' ji ;■ > j'i -^y^ 



ritard. 






c; 



Teil me of thv home and 
rfet - ne Hei'fnath^ dei - ne 



kin - dred!" 
St/^ - sehaftr 






And the slave re - plied: 

ÜTui der Skia - ve sprach: 



Men 
''Ich 



m 



m 






^F^=f 



? 



^F^=f 



ritard. 
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■^ 



j- j'' I > ji j 



j 



i 



t) 



J''J''U J fs 



call 

hei 



me 



sse 



Ma - ho - met, 
Ma - ho ' met, 



I 

ich 




come 

bin 



from Ye-men, And my 

ans Ye - men, und mein 




tribe is that 
Siantm sind je ■ 



of 

ne 



As 
As 



ra, Who_ in 
ra, wel - che 



lov 
st er 



ing 
Jen 



ev 

wenn. 



er 
ste 





per 
lie 



^^ 




ish, And my trib^ is that of As - ra, Who in lov 

l^n, und mein Siamfm sind je - ne As - ra, wel - che sier 



ing, ev - er 

ben wenn sie 
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GOLDEN AT MY FEET 

(GELB ROLLT MIR ZU FÜSSEN) 



(Original Key) 



FRIEDRICH von BODENSTEDT (I8i9-i892) 
(fromthe Persian of Mirza Schaffy) 
Transiated by Arthur Westhrook 



Andante 



ANTON RUBINSTBIN, Op,84,N9» 

(1839 -1894) 



PIANO 




d^ 



C 



^ 



Gold - en 
Gelb rollt 



m 




at liiy feet 

mir zu Fü 



p" F Pp 1? 



■^5 



roUs the Ku - ra in might, 

ssen der brausen - de Kur, 





FoanL- on 

vnu 



the waves— light - ly ri - 

ian-ten-den Wel - len - ge - irie 



ding, 
be, 



Bright 
hell 



ly- 





smiles all_ in sun - 

lä - chelt rft6_ San 



shine, 
ne, vtetn 




die 




Copyrig;ht MCMII by Oliver Ditson Company. 



ML- 2»-» 



liglit. 
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o 

0. 



wouldthis were ev - er a - bid - 

wenn es dock im - mer so hlie - 
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k 



t; 



i 



he. 



o 

0. 



> ^J> > j^ 3> > 



would this were ev - er a - bid 

wenn es doch im - mer so blie 



^ 



s- 



-bei. 






Jr 



% 



1 



P 



^ 



Sparkies. 

Roth fun 
Now 



2 

2 

3 

J Di€ Son - 



F- i^r ir p p {ip iJ-f 




red in glass now ourGeot-gi-an wine, The wine from my 

keli im Glas der ha -che - titsche Wein, es füllt mir elas 

sets the sun, swift-ly com-eth the night, My heart, like love's 

ne geht un - ter, schon dun-keU die Nacht, doch meinHerzgleichtdem 




ML-29-B 
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k 



j^jji Jt| j rj ^l lp 



Love's hands soft glid - 
GlasL.^ mei - ne Lie - 

stars so con-fid - 
Sier ' ne der Lie - 




- ing. 
- he^ 

' ing, 
he. 



drink from her eyes 



The^ 



wni ich saug' mit dem Wein 

Still in deep-en-ing dark - - ness Aye. 

flwnvmi in tief - sien Dun - - kel' in 





r . 



light 

ih 

glis - 
hell • 



re 



down in mine._ 

Bli ' che ein 

tens more bright. 

st er Pracht. 



o 

0, 



l!' [7 ff I? p p l 



would Ulis were ev- er a 

wenn es doch im-mer so 




r > 



k 



O 



i»- 



bid 
blie 



71. 



mg) 



o 

0. 



<rTym 



would this were ev-er a - bid 
wenn es doch vm-mer so blie 



^ 



^ 



ingl 
be! 



p 



i 





Uh-t^'.S 
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BE NOT SO COY, THOU LOVELY CHILD 

(THU' NICHT SO SPRÖDE, SCHÖNES KIND) 

FRIEDRICH von BODENSTEDT (I8I9-I8M) (Original Key) 

(from the Persian of MIRZA- SCHAFFY) 
Translated iy Arthur Weatbrook 



ANTON RUBINSTEIN 
Op.34,N911 



VOICE 



PIANO 




t 



b=5 



Moderato 



IE 



1 




1. Be not SO- 
/ Thti nicht so. 



coy, thou 
sprb - de^ 




te 




love - ly child, 

schii ' nes Kind. 



Whenl at e 

wenn ich^ noch sfiii 



ven pass thy gate,. 

vor ' ü - her geV — 



And 
und' 





JJJ I JJ-JM 



touch thy soft hand with pres - sure mild, And for — a kiss im- plor - ing 

faS" se dein wei - ches Hand - chen lind, und heitfi' lieh ei - nen _ Kuss er- 
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t; 



2. He who such hom - age 

3. For ev - 'ry kiss thy 

2. Der dir.^ so schö - ne 

3. Es wird ein^ ie - der 
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feet, 
8ing8;_ 

schmuckj 
Mundj 



Mer - its a 
And when my 

der braucht wohl 
und je - der 



par 
hands 

nicht 
Han 



don füll 

are clasp'd 

Ent - schul 

de - druck 



and 
in 

di 

gieht 



free 

thine, 



gungj 



f»tr. 





If true hands touch,— if 

Cause for new kiss - es 

für ei - nen Kuss und 

KU ei " nem neu - en 



fond 
ev 

Han 
Kus 



lips meet, 

er Springs^ 

de ' druck, 

se Orund, -. 




^ 



If true hands 
Cause for new 

für ei - nen 
%u ei ' new, 



touch, 

kiss 

Kuss 

neu 



if 
es 

und 

en 







tJ 



^\\ ryi r 7 1 > ^ 



fond. 
ev 

Han 
Kus 



lips meet. 

er Springs, 

de druck. 

se Orund. 



n 



I 
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HEARD YE HIS VOICE? 

(VERNÄHMET IHR?) 



FRIEDRICH von BODENSTEDT (1819-189«) 

<from the Russian of PUSCHKIN) 

Translated by Arthur Westbrook 



(Original Key, E minor) 



ANTON RUBINSTEIN 
Op. 36, N97 



VOICE 



PIANO 



I m »itTT 



Andante 




7 

-dr 



Heard ye his voice who sang the won-droussong? 

Yer-nak-^mei ihr. am Hain den mächt^-gen Sang? 





•^ w I — w -m ^ 




The min-strel he, of love and lov-er's yearn-ing, 
des Sdn-gers der von Lie - be klagt und Lie - den. 



When peace_ en - folds. 

wenn früh noch al - 





- thevale at dawn^s re-turn-ing, 

- les ruht auf Feld und Wai' den, 



His trum - pet tones re-sound the fields a - long 

Schal' mei - engten nur tönt in trü'len Klangt 
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Heardye his voice? 
V€r'7tah^niei ihr. 



heard ye his voice? 
ver -nah-met ihr? 



139 






Saw ye the man 
SaVi ihr ihn wohl 



who sang through night so wild? 
den San - ger in der Nacht ^ 





The min-strel he, of 
wenn er' von sei - jnem 






Vi l^i k 




I 



z 



d- 



-6^ 



Zä 



^ 



i 



■6-^ 



Cresa 



^^ 



^ 






love and lov-ers' yearn-ing ; 
Lie-hen singt und Lei - den? 



[? '^' r I p P p I? - 




üp-on his cheek the bit- ter tearswere burn-ing, 

und Thr'd - nen - sfu - ren trüb sein Ant - litz klei - den. 



^^ 



w 




m 



d$m. 



^ 



f 



I 




He sigh'd^ so deep - ly andhowsad-ly smiled— 
so gram - voll seufzt, so trau-rig lacht I 



w%e 6n 



Saw ye the man? 

saKt ihr ihn wohl, 



saw ye the 
saKtihr ihn 
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man? 
wohl? 



Were ye not sad- 
Ward euch nicht weh. 



len ye be-held his face, 
wenn ihr ihm so ge-naht, 





The min-strel he, of love and lov-ers* yearn-ing; 
dem San' ger der von Lie - he singt und Lei - den, 



A - lone. 
wenn ein 



from woods« 
sam noch 





at ear - ly dawn re - turn - ing, 
die Wäl'der . und die Hai - den 



And saw. 



with-in 



sein schmerz - ge - trüb 



his eyes sor-row's tears^ 
tes Au - ge ihr saKi 





Were ye not sad? 
ward euch nicht weh\ 



were ye not sad? 
ward euch nicht wehl? 




72326 -8 



NOW SHINES THE DEW 

(ES BLINKT DER THAU) 

. {Original Kep) 
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G.von BODDIEN 
TranskUed by Arthur Westbrook 



ANTON RUBINSTEIN 
Op.72, N2 1 



VOICE 




Moderato assai 



^=^i=^ 



V 




i 



/ vJM 



Now shin^s the dew — on thegrass-es at night, 
£s blinkt der Thau in den GrÖ-sern der Nachij 



The 
der 



PIANO 





''■r [?' (;r f ^^ 



P 



£ 



moon, glid - ing rfer sheds her sil 

Mond zieht vor- ü - i^r in stil 



j'' ir p r .V ^' p 



' ' r 

ver light, The night- in-gale sing« in the 

ler Pracht, die Nach - ti-gallr singt in den 





^^ 



^ 



gloam 
Bü 



mg; 




t i TiJ 1 




h (jß (llh 



^ 




While 

es 



m 
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o - ver the fields in their ver-dure fair . 
achwebt ü-ber Wie - sen im Däm-mer^schein, 



The breath of spring per- fumes all theair, 

der gan - ze Früh - lifig duf - iet hifirein. 



ilj? Jil 





^ 



' r n r 



^ 



^ 



Two hap-py lov - ers are roam 
wie bei ' de wan-deln da - zwi 



How 





^ 



pVp p ji i p'iij ^ vjfr p'pr ^ 



^^ 



fair, how won-drous-ly fair is spring, how won-drous-ly fair is spring! 

Lenz, wie bist du so wun-der^schönj wie bist du so wun - der- schont 



What a 

In dem 





ti' i'P r P^p ;LJ > l u 



j 



speU of de-light its beau-ties fling! 

blü'hen-^en Rausch da- hin zu geh^n 



Mr P' pr 



^ 



And as they to-geth-er are 
am Arm sei - ne zH- tem-de 
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te 



p ^ i .i) ^ ^ 




ä 



J 



s 



«J 



wend - ing, 



With the firstlong kiss iieaththe star-ry g;leam 

tnti dem ernsten Kuss in dem Htm^^mels-raum. 



They 
und 



^^ 





animato 



.9 



Pf M I r ^ 



jw^hJt 







firm 



ly trust in the fond^fool-ish dream That their love 
zu glau ' ben im, thÖ -rich'ien Traum, dass es e 



has nev - er an 

tvig, e " wig so 





>—f^ 



t 



«r 7 p if K ^ 



IX 



^ end 

blie 




ing, That their love has nev - er an end 

be, dass es e - tvt^^ e - wig so blie 



be. 




t 



m 



> p p ir p P n 



That their love has no end 
dßss es 6 - wig so blie 



mg 
bei 



f 
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1« GOOD NIGHT 

(GUT' NACÖT!) 

THOMAS MOORE (177» -185«) (Original Key, E\^) 

Allegretto con meto 



ANTON RUBINSTEIN 
Op. 83, N29 



VOICE 




PIANO 



^^ 



ii 



^ 



±= 



Good night! 
OuV Nachtl 



^ 



good night! 
gut* Nachit 



P F P 



m 



and is it so? And 
es fmiss ge ' scheh^n, ich 





must I f rom my loved one go? 
fnuss von mei-ner. Ro - sa geh'n? 



O Ro - sa, sing good night oiice more, And 
Wir wün - sehen da - rnn% sanf - ie Ruh', und 





ni re-peat it o'er and o'er,— 
ru ' feWs stets von Neu - en zu, 



Till the first glanceof dawn- ing 
bis der Tag schon in^s Fen - sier 




light 

l^chiß 



Shall find- 
und sieht. 



US say - ing still; 
wir wün - sehen noch) 



Good 
gut' 
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^ 



night, 
Nacht, 



good night, 
guV Nacht, 



good night, 
gut^ Nacht^ 



good 
gut' 







xr 



\ ■ ^ 





night!, 
Nacht I 



And still good night, my Ro - sa, say, But 

Gut' Nacht, gut' Nacht, sagtRo-sa mir, und 




whis-per still: a min-ute stay; 

flüS'tert leis] o blei-be hier! 



And I willstay, and ev - 'ry min-ute Shall 

Ich will noch blei-ben ei - neSe-cun-de^doch 





' [T ff J'U t 



have an age of tran-sport in it, Till time him-self shallstayhis füght, 
wird bei Ro - sa sie zur Stun-de, bis selbs,t die Zeit ein Halt ge - macht. 







72327-4 



UÖ 




\> \ h}' l J 



m 



O 



Iv J f^ 



^ 



j t i r I 



Oh, hear our sweet, our sweet 

und lauscht j und lauscht, auf uns 



good night, 
Gut' Nacht, 



good 
gut' 





.o. 



night, 
Nacht, 



good night, 
gut'^ Nacht, 



good night!. 
gut' Nacht I, 







^ 



e 



^^ 



M M* 



M r' F I 



''Good night;' 



yoii'll mur-mnr 

mitsei seuf' zend 



with a sfgh, And 
du ge-steh'n, und * 







r-j 




T-i r 



teil me; it is time to fly! 
drängst mich} es ist Zeit zu geh'n! 



And I will vow, will swear to go, Bnt 
ich xvill ja geh'n vor'm Früh - roth- schein, doch 




^m 



p 



^ ' J' ii-J^j- 







j^Tj M'j^' r^ 
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V 



still that sweet voice mur- murs: no, _ 
du, du lis ' feist int - meri nein,, 



Till sliim- ber seal our wear- y 
&ts_ Schlv/m-mer uns die Nacht ge - 




V c-l Of 



i 



m^ 



^ 



sight, 
bracht, 



And then, 
und dann, 



my love, 
und dann. 



^ 



my soul, 
nuin Lieb,. 




a. 



good 




/LA 




^ 



night, 
Nacht, 



good night, 
gut^ Nacht, 



i 



i u \ r 



good night, 
guV Nacht, 



i 





night! 
Nachtl 



t 



] 
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PRESS THY CHEEK AGAINST MINE OWN 

(LEHN' DEINE WANG' AN MEINE WANG') 



HEINRICH HEINE (17«7-I8fi6) 
Translatcd by Louis C. Elson 



(Composed in 1866) 

{Original Key) 



Slowly (Langsam) 



PIANO 



ADOLF JENSEN, Op. 1, N91 




k 



p appassionato 



m 



J' r p I f 



^ 






«; 



^ 



Oh, press thy cheek 

Lehn' dei - ne Wang> 



a - gainst mine 
an mei - ne 



ownj 
Wang} 



To - 
dann 




^ 




i 





k 



\ > j |j> ji 



^ 



i 



^ 



t 



geth 
fUe 



er our 



tears shall be 
Thrä - nen zu 



flow 
sam 



men, 



i 



Jz 









hj ^ 



^ 




ii 
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Jz 



^^ 



<^ 



^'p- vr 



^ 



^^ 



And press thy heart 
und an mein Herx, 



close to my heart, To - geth - er the 

dann schla - gen zu 



ciose to my neart 
drücV fest dein Herz, 





V 



ff 



m 



g 



■s- 



f 



i 



p 



Tl 



^m 



^ 



flames. 
sam 



shall be 
men die 



glow 
Flam 



mg-, 
men. 



And when 
Und wenn 



in the 
in die 





/ 



tJ 



p 



glow - ing 

gro - sse 



^ 



^ 



flames at 
Flam - -me 



last, The 

fliessi der 



streams of 

Strom von 



tears are 

un " sem 
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jz 



HP 



tii 



i 



throng 
Thrä 




k 



cT 



a 



P 



fast, 

schliessij 



? 



j 



j ji ji I f ^^ 









And, when my arm shall en - cir - cle thee 
un^i wenn mein Arm dich ge - wal - Hg um, - 



p 



^^ 



Then I shall die of long 

sterV ich vor Lie - bes - seh 



p 



mg; 

nen. 




i 





k 



jpp like a sweei memory (wie ein Hauch süsser Erinnerung) 



m 



?^^ 



^m 




Oh, press thy cheek 
Lehn' dei - ne Wang' 



a-gainst mine ownl— 

an msi - ne Wang'L 
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A BREATH OF SPRING 

(WIE LENZESHAUCH) 

(Cofnposed in 1860-66) 

(Original Key) 
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ALBERT TRAEGER 
Translated by Frederiek M. Martens 

In moderate time, with much feeling 

(Massig hewegij sehr innig) 

mf 



ADOLF JENSEN, Op.9, N91 



VC ICE 




PIANO 



t* 



tk 



m 



^ 



^ 



i J ri' l J' Ji JKJilJ VJH 



\ 



A breath of spring, o'er me you've quick-ning stray'd,When 

Wie Len - zes - hauch hast Du mich stets er - quiekt j was 





rage and grief my ver- y 
wild und schmerxAich ni/ir die 



Söul were rend - ing; 
Brust be - weg - tej 



I touch'd your 
wenn Dei - nes 





r' p p 



gär-ment's hem, the storm was laid, Äs tho' be - fore your gen-tle pow - er 

Klei- des Sau/m ich nur er - blickt, war mir es schon, als ob der Sturm sich 
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te 



bend 
leg 



mg 
te. 






And like a 



ben - e - die - tiori 
mich kommt ei - ne 



shows 
sü 



^ 



m 



a - 

sse 




^ 



* 




J^ J^ f? I|J^ I 



new Your love-ly face, its beau-ty o'er me steal 
Ruh^jSchau^ ich Dein Ani - liiz an, das schö^ ne, m,il - 



ing. My heart in 
- de, voll An- dacht 




deep de-vo-tion 
wen ' det sich m^ein 



turns 
Herz 



to you, 
Dir zu: 



Äs at bis shrine the pil-grim 
so kniet der Pil - ger vor dem 
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Z2^ 



With life-less charm in vaih to life ap - peal-ing: 
ntH iod- ien Rei - »eti> die nwr Le - hen lü - gen: 



O'er 
zum 



Oth- 
Her . 



^ 



- er 

- zen 








" ji I p' Ji J' ^' I J^ -1^ J' J^ 




hearts your own tri-um-phant casts The won-drous spell your fair face is re- 
spricht mii sie - gen -der Oe - •mali das schön- sie Her» aus Dei - nen schö-nen 





Mf 



p 



^ 



^ 



^^ 



M P 



ä 



iÜXlL 




veal - 
Zu 






That your fair face, 
das schSn- sie Her» 



yoür fair face is re- 

aus Dei - nen scheinen 
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Translated from the Spanish of G. Vicente 

by EMANUEL GEIBEL (1816-1884) 
ßngksh Version by Charles Fonteyn Maamcy 



FROM SLUMBER AWAKEN 

(UND SCHLÄFST DU, MEIN MÄDCHEN) 

(Composed in 1860-66) 

{Original Key) 



ADOLF JENSEN, Op. 21, N9 3 



VOICE 



PIANO 



In folksong style Um Volkston) 

^ — ö 




From — slum - ber a 

Und schleifst du, mein 



wak - en, A^d rise now, 

Mäd - chefty atcfi ^)Ö^- ''^^ 



my 
du 





dearj 
mir,' 



Per the hour is 
denn die Stund^ ist 



ap 



proach-ing When we jour - ney from 

kam - men, da wir wan - dem von 
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l O J J IJ. ^^ 



stow^ Thro' Wide rush- ing 
an: durch rei - ssen - de 



wa-ters Our path-way doth 

WaS'Ser geht un - se - re 



ffo. 



Thro' the 



W/»^« Durch die 





P 



f 




JJ u J 



V" 



deep flow- ing 
ite/* He - ^n 



i 




^ 




tide Of the_ Gua-dal - qui - vir, For the höiir is ap - 

Was - ser des Qua -dal - qui - vir^ denn die Stund' ist ge 



:^S 




proach-ingWhenw^e jour - ney from here, For the hour is ap - proach-ing-When we 

kom - men, da wir wan - dern^ von hier, denn die Stund' ist ge - kotn - men, da wir 




jour - ney from— here. 

wan ' dem von hier. 
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MURMURING BREEZES 

(MURMELNDES LÜFTCHEN) 



Translated from an anonymous Spanish poet 

by PAUL HEYSE (1830- ) 
English Version by Charlca Foniteyn Manney 



(Composed in t9«0-fiß) 

(Original Key) 



VOICE 



With gentle motion, as delicately as possible 

f^ , (Leise bewegt^ so zart als möglich) p 

^m ' 



PIANO 



ADOLF JENSEN, Op.21,N94 








^ 



^^ 



% 



m 



1 



i 



scent - ed air,_ 
Blü - ihen - wind^ 



Come from o - ver seas, 

der die scho - ne Weli^ 



Thro' 
durch" 





rus 
wan 



tling trees, 
delt,^ 



Sing: 
sing' 



a song. 
ein Lied . 



with the leaves, 
mit den Bl'di - 



of the 
lern der 
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P 






PP 



t 



1 



i 



t 



f — » 



i 



ö 



r^ru ii(T T 



^fe 



lin 
r7i 



den, 



For sixe 

dervn es 



sleeps, . 
schläft, 



my maid - en 
mein sü . sses 




»MV 



te 




j V V 



* 




my maid 

tnetn sü 



en 
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^ 




i 



r V t 



Bids 
die 



my tor - 
mein Leid 



tured spir 
nicht sckla 



it 



rest. 
lässt. 



159 




^ ^ 




k^ 



B3 



^m 



hf rr 



'^m 



Rock 



her gen - tly, fra 

- ge sie mir ein 



grant air, . 

ge - lindj 



Come from 

Liifi - cheitj 








^ 



I 



i 




O 



ver seas, 



Thro' rus - tling trees, 

durch - wan - delf^^ 



Sing 
sing' 



exn 





song 
Lied^ 



with the 
mit den 



leaves 
Bläi 



of the lin 
tern der VI 



den, 
me. 



Sing 
sing' 



a 
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k 



^. 



Ö^ 



k 



p 



^ 



^^ 



t 



t 



B> 



I 



^^ 



song 
Lied 



with 
mit 



the leaves 



of 



the lin 
der ITI 



den^ 



For . she 

deti/n es 





Ä « 



^ ii& 
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^m 



;yr r i r n 




^3 

u m ^ 



Teil her of the hope I eher- ish'd, Now, 'a-las! 

lu - sfig mMT-fnelnd von den Won - nen^ die mir al 



un - time - Iv per - ish'd. 



un - time - ly per 

le nun zer-ron 



nen 




Tho> 
von 



my an - 
dem Leidj 



guish still 



5 is burn - ing. Cool 

das heut mein ei - gen. Kilh - 



- mg, per 

- ler sanf 



fumed 
ier, 




mur - mur-mg air,«. 

flau - dernder Wind, 



Come 

der 



from o 
die schS 



ver seasj 
ne Welt. 



Thro' 
durch- 




^ 



y^ ^ 



^ 



. M^ 






^ 



^ 



^ 



«eö. 



fi^ 



^ 




rus - tling trecs, 

wan ' delt,^ 



Sing a song. 
si/ng' ein Lied. 



with the leaves 
mit den Bl'di 



of the 
tern der 
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WHERE FLOWS THE BRIGHT RIVER 

(AM UFER DES FLUSSES, DES MANZ ANARES) 



163 



Trans lated from an anonymous Spanish poet 

by EMANUEL GEIßEL ri8i5-i884) 

English Version by Charles fbntcyn Manney 



^Composed in 1860-66) 

(Original Key) 



ADOLF JENSEN, Op.21,N96 



Spirited, and with delicate expression 

(Lebhaft, mit durchaus zartem, anmuthigem Vortrage) 

In the style of a Mandolin 
(Durchweg leicht gcstossen^in Art der Maiidolinc) 



PIANO 





njf 



MJ [? F i r u 1 ^ r 1 ^ ^'^' 1 ^^ 



i 



€; 



t 



Where flows the bright riv - er, the Man- za - na - res, A maid wash-es 
Am ü ' fer des Flus - ses, des Man - za - na - res, spült lAn •»- tien das 




T 



* 



senza Pedale 

(ohne Pedal) 
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lin - en, And dries in the breez 
Mäd'chennmd irock-net^s im Win 



es, the breez- es 
de, im Win - de-, V 



Wbere flows the bright 
aw U - for des 





nv - er, 
Flus - ses, 



the 
des 



Man- za - 
3f ati -Sa- 



na - resj 
na - res. 



A maid wash-es 
spült Lin ' nen das 





And dries in the breez - es. The lin - en she dips in the 

v/nd irock-neis im> Win - de, ^ Und taucht sie das Lin - nen in's 





vva - ter be- low, Where clear, sun-ny pools check the swift riv-erk flow, And the 
Was - ser hin - ein, V ^ ^^' ' ^^** ^^ -^^^ " "^^"^ ^*^ ^^^ ' ^^^^ schon ein, V utui rfer 




« 



^ * 



ML-2198-« 




fj 



^ ^ \ cJ^ r \f 



^ 



tone 
Stein 



165 

JTji i r r p I 



where she spreads it All spar - kling is seen, And the banks blos - som 
drauf sie^ win - dei fängt hell an zu glühn}! und das U - fer wird 






^^ 



/?N P 



Where a maid her lin - enwrings and dries in — the breez-es, 
tvo das Mäd-chen Lin - nen spült und trock - net — int Win - de,. 



^ß 



Where she 
Wo sie 




wades 
tritt 



in the wa - terWith her feet white as snow 
in die Wel - le mit dem schnee - t - gen Fuss, 



The waves gleam like 
V da scheint auf der 
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crys - tal And pause in their flow; Brightpearls deck the ros - es wnen ner 

Siel - le kry - stal - len der Fluss, V Perl.- mui - ter die Ro - sen,^ wo die 




cloth strews the Strand. Like a gar - den the land 
Tu - eher sie sfannt}! und ein Gar - ien das Land 



Near Man 
V am Man 



za - na - res 

ga ' na - res 



} 




fioco rit 

(eivcas zurückgehalten) 




Where a maid her lin - enwringsand dries in the breez-es. 

wo das Mäd'Chen Lin-nensfüli und trock-nei^ in^ Win - de. 




ML-2198-6 



The cloud-lets ca - ress her When pass 

Die Win - de, die lau - en, ver - hal 



ing be - neath, And the 
ien den Hauch, V un d der 
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^ 



Wf 



— r — " Y . 



na - res 
na - res. 



As the maid her lin - en wrings and 
wie das Mäd - chen Lin - nen sfüli und 




poco tit 

(etwas zurückgehalten) 




w^i 




)(y ■ ^ ■ ■ •. • 4- ' \* ' 4. 






SS 



i 



^ • '! !■ ' • 4 





O STAY THY PASSING, GOLDEN MOMENTS 

(O LASS DICH HALTEN, GOLD'NE STUNDE) 



169 



(Composr'd in t86<-69) 
(Originnl Key) 



OTTO ROgUETTE 
Transinted by Charles Fonteyn Manney 



ADOLF JENSEN, Op. 35, N9 3 



Very quietly and with great expression 

(Sehr ruhig und ausdrucksvoll) 



VOICE 




PIANO 



O stay thy pass - ing, gold - en mo - ments 
lass dich hol - ien, goW - ne Siun - de^ 



That ne'er will come so 

die nie so schön sich 





fair 
wie 



a - gain 1 
der beut! 



See where the moon - 
SchaUy wie die Mond - 



- light with its ra - diance 
- nacht in die Run - de 





Strews pal-lid ros - es 

all ih - re wei - ssen 



o'er 



the piain. The sounds of day a - far have 
- sen streut. Des Ta - ges Stim-menjemver- 
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fad - ed, All song is si - lent, not a word Dis - turbs our hap-py souls u - 
hal - ten, iiichiWor-ie sto - ren, nicht Ge - sang, des still' sten Glü - ckes in - nig 




* 



^ ^ 




i ,t J ^>iM i i' i .J 



^^ 



mm M^Ba^^BNMMM 




p 



m 



nit - ed, By speech-less rap-ture on - ly stirrd. So heart, to heart my own 
Wal - tenj nach dem die gan - ze See - le drang. So Brtvst an Brust, so ganz 



for 

metn 




^ * 



«£eö. i^ *^- 




ev - er, 



Thy 



#t 



«•^**j 



so 



form be - loved 
haW ich dich,^ 



my arms an - foldl 
ge - lieh - ^gs Jt/i/ 



The night 
£5 rauscht 



IS 





mute, 
Nacht, 



our lips are 
die Lip - ^eti 



si - 
schwei 



lent, 



And soul meets soul in 
und See - - le tief in 
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(zunehmend) 
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bliss pro-found. 
See ' le quüli. 



I am thy joy, 
Ick bin dein Glückj 



thüu art my g^lo - ry, I am thy life, thou 
du mei - ne Won - ne, ich bin dein Le - ben, 




%^ * 



^/ tempo 

con molto espress. 

'P(mii höchstem Ausdruck) 




1 



art ihy light. 
du mein Licht: 



What reck we ' now 
was soll uns Tag, 



of day 
was soll 



or sun - shine? . 

uns Son ~ne? 



O leaveus 
Du schÖ^ne 




^ # 






w^* 




i 




f. 



not, 
Nachi 



tnou love-ly 
eni - JlieK uns 



night, 
nicht 



O leave us 
ent-fli$h! ums 



not, thou löve - ly night, 
nicht, du sMi^ne Nacht,. 




thou love-ly night. 

ent'ßieVuns nicht, ^olto dolce 
^ (sehr leise) 
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MY HEART'S IN THE HIGHLANDS 

(MEIN HERZ IST IM HOCHLAND) 



ROBERT BURNS 
Of.rman Version by Ferd. Freiligrath 



AUegro risoluto 



VOICE 



PIANO 



((original Key, A) 



ADOLPH JENSEN, Op. 49, N91 





P 



mf 



^ 



P 



^ 



1 



^m 



P 



? 



^ 



My heart's 
Hein Herrn 



in 
isi 



the 



xm 



^ 



High - lands, my heart 
Hoch - land, mein Herz 



* 



<5eö. 



IS not 
ist nicht 
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roe, 
Reh, 



Cresa - 




r 



^^ 



My 

mein 



heart's 
Herz 



^ 




^ 



in the 
ist im 



High 
Hoch 



lands 
land^ 




wher - ev 
wo im 



er 
m^er 



I go. 

ich geh! 
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M 



nf 



fJ 



5 



Fare - 
Fare- 

Lebt 



well 
well 

Nor 



''F F ir 



to 
to 
den^ 
ihr 



the 
the 



High 

moun 

Hoch 

hir 



FF i r 



lands, fare 
tains^ high 



well 

cov 

wohl 

Raup 



^ 



p 



to 

er'd 

ich 



the 
with 





f 



i 



■"F F ir 



Cresa 



^^ 



^ 



«; 



North, 
snow, 

Schnee, 



The birth 
Fare - well 
Du Wie . 
tfcr Schluch 



place 


öf 


val - 


our, the coun - 


- try 


of 


to 


the 


straths 


and green val - 


- leys 


be. 


g^ 


von 


AI . 


lern, was stark 


imd 


wa& 


ien. 


ihr 


TÄÜ - 


len du schau - 


men - 


der 






k 



worth! 

lowj 
kühnl 

See. 



k 



f 



l» 



^ 




£ 



^. l» 






/ 



^ 



^ 



Wher - ev - er 1 

Fare - well to the 

Doch wo ich auch 

ihr Wäl - der, ihr 



k 



f vigoroso 



I 



*-Wt 



"Äö. 



i'fl 



• •• 



I 



i 



^ 



Cr -^' > I 



wan - der wher - ev 

für - ests and wild 

wan - dre, und wo 

Kip - p€n, so grau 



er I 

hang- ing 
ich auch 
und he - 




no 



"t^ 



• e« 
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rove, 
Woods, 

bin 
tnoosij 



The hüls of the 

Fare - well to the 

nach den Hü - geln des 

ihr Str'6 - tne^ die 



Hig^h-lands for ev - er I love, 

tor-renls and loud pour- ing floods, 

Hoch'lands steht all - zeit mein Sinn^ 

ZOT' nig durch Fei - sen ihr tosH, 



for 

and 

steht 

dv/rch 





^m 



t 



ev - er I love! 

loud pour-ing floods. 

all • zeit mein Sinnt 

Fel^- sen ihr tos'i! 





7M97-8 
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w 



f 



f 

m 



mf 



^M r f! F ^ 



^ 



My hearrs in the High-lands, a - chas - ing the 
^evn Herz ini im Hoch - land, im waW - .^«»n Re , 









wild deer and fol -low- injj^ the roe 
Roth - wild, da f^^g— *^'* dem. Reh^ 



My heart s in the High - lands, 
mein Herz ist im. Hoch - land,- 





II. 






^ 



f 



* 



^m 



I 



wher-ev - er I go 

wo im. - m,er ich geM 




7BZ97-h 



r: 



3 
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WHEN THROUGH THE PIAZZETTA 

(WENN DURCH DIE PIAZZETTA) 



THOMAS MOORE (1779-1852) 
Ger man translation by Ferd, Freiligraih 



(Composed in 1874) 

(Original Kcy^ B minor) 



ADOLF JENSEN, Op. 50, N9 3 



Con velocitä 

sempre p e segretamente 



VOICE 




PIANO 



When thro' the 

Wenn durch die 

una corda siri alfine 



pi - az 
Pt - az 



zet - ta Night breathes 
zei - ia die A - 



her cool 
- hend'hifi 





p 



p 



■I t- 



^ 



s 



Then, dear - 

dann weissi 



^m 



^ 



- est Ni - net - 
duy Ni - net - 



- ta, I'U come 

- ta, wer war 



^ 



to thee 
tend hier 




^ 



i 



^ 



€) 



there. 
steht. 



^*^ *^*^ *^ 



* 



^ 




^ 
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cre - 



- Seen - 



- do 





f 



i 



d 



eve - ning star. 
fir - ma - tnent. 




legg'ierissimo 




^ * ^ 



* «Seö. 



* <5cö. 



^ ^ 



ML-M11-» 
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¥ 



P 



^ 




1 



^^ 



garb then 

Sckif ' fer - i26ti 



re - sem- 



irag' 



bling 
ich 



Some 
zur 



gay. 

sei - 



gon- 
- bi . 



do 





i 



I 




r rir 



^^ 



Her, 
Zeit, 



vn 

und 



whis- 
zH - 



per thee, trem - 
ternd dir sag' 



- bling: Our 
ich: das 




HL-ZZXi-% 
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J J' I J. 



m 



bark, 
Booi 



love, is near. 
isi he - reitl 




w ^ 
if. 



^ * ^ * %bL * 5ebL 



* «ö. 



cre " 



- ÄC^« - 




%^ ML-2S11-5 
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p sempre 




de 



cre 



Seen 



do 




p sempre 




^ * 



^ 



* ^ 



* ^ 



% ^ 



9e^ 



* ^ 



« %i)L 



# «Seö. 



* ^ * ^ 



* 




* 







* ^ 



* ^ 



«iJ 
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ROW GENTLY HERE, IVIY GONDOLIERI 

(LEIS* RUDERN HIER, MEIN GONDOLIERI) 



THOMAS MOORE (177t -isu) 



iConposed in 1874j 



(Original Key) 



ADOLF JENSEN, Op.50, N9 4 

(18I7-188f) 



Con tenerezza 



VOICE 



PIANO 





g 



t 



* 



t 



soft - ly wake the tide, That not an ear on earth may 

Fluih vom Ru - der spriihn so lex - se lass, dass ste 




V 



^ 



9=^ 



semprep e dolce 



i 



^.'ULr Ify 



^ 




sempre p e do lce 



« ^ 



« 





i 



3^ 



^^ 



2 



^ 



^ 



q: 



jZ 



hear But hers 

uns nur ver - nimmi^ 



to whom 

der 



we glide! 

wir xtehnl 



■i*^ 



" I • ,^Ä,S^P ^ I • : • 
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ere^c, ^ 



^^ 



/.^ 



^ 



p p\r J J p 



? 



^ 



Had HefjLv'n buttonguesto speak, as well 

könn - ißy wie er schau - en kann, 



Äs Star - ry 

der Htm - mel 




^ « 






* 



^ * ^ « 5iJi »^ 



eyes to see, 

re - «f^n, iraun, 



O think 



what tales 

che vte 



.'twould have 
les wohl 



* 
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5 



2: 



§ 



zt 



rest 
ra 



thee 
sien 



here, 

hier. 



my 



metn 



gon 

(ran 



do - Her, 

do - lierl 



Hnsh, 




p dolce 





climb yon 
%um Bai 



light 
ko 



ne 



bal - CO - ny^s 

schwing' ich 



" height, 
mich. 





S 



g 



^m 



^^ 



White. 



thou 



keep^t 
hältst 



watch. 



un ' 



be 
tot 



fffef?« 



low. 



All! 

o 
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^ 



ö 



^ 



Take, day_ 
als schö 



and night, 
ner Wei 



for 

her 



wo 
Dien 



manb 
sie. 





^ 



cf'esc. 






^ 



Ä 



i 



* 



j 



love, what 

traun^ wir 



an - gels 

könn - /en 



we 

3n 



should 
gel 



be! 

seinl 





^m 



lentando 
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LULLABY OF AN INFANT CHIEF 

(WIEGENLIED) 



SIR WALTER SCOTT (1771-188«) 
German translation by Ferd, Freiligraih 



(Composed in 1878-76) 

(Original Key) 



ADOLF JENSEN, Op. 52, N9 2 



VOICE 






Con moto 



P 



I J'^ |[JW^ > I f J V ^ 



O, hush 

Schlaff Söhn - 



thee, my ba - bie, thy 

- chenl Dein Va - ier war 



'^^ 



PIANO 



P 



P''v\'i 4 ^ p 



%b. « 




J 



i 



i 



W 



fe 



f 



R" 



W 



^ * 



^ # 



^ « 




Cresa 



^ 



V! 



i* ff M ^1 



^#Vm. 



i 



sire 



was a knight, 



- sen - M^fi - hüllt 



Thy 

0tn 



J > ^' TF 



i 



p 



moth - er a la - dy, both 

RH - ier; dei - ne Mut - ^er war 




^ « 




j« 



1' J- ^i r 



mf 



# 



5eb. 



« 



^ 



« 



^E 






r'~^pF JM 



gen - tle and bright; The woods and the glens from the toVrs .^^lidiwe 

lieb - lieh und mildt Vom. Thur - m^ sieK nie - der: des Wal - des Re- 




<5k * 



^. # 
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They all are be-long- ing;, dear ba - bie, to thee, 

die Schluch-len, die Ber - ge, sie pran . gen nwr dir; 



They 
die 




fear not the bu - gle, 

furch - ie das Hom nickt, 



tho' loud - ly it blows, It 

wie laut es auch droh/ttt; den 




188 




k 



risoluto 




^^ 



cra^a molto 



f 



^ 




Je 



bows would be bend - ed, th'eir bladeswould 

9fan " nen den Bo . gen, ihr Schwert raudii 

risoluto 




Ere the 
eh' 



s 



li 



m 



Cresa molto 



\\ \ I 




Step of a foe - man draws near to thy bed. 

feind . lieh ein Bw - he dir Lei - des an - ihui. 




Oj hush 

Schlaf, Söhn 



thee, my ba - bie, the time will soon 

chenl Die Zeit kommt, wo fan - - zer - he - 




5S — * 



^ 



p 



come 
deckt 



When thy sleep shall be 

d€LS Hörn und die 



m 



E 



i 



bro 
Trofn 



^ 



ken by trum - pet and 

m>el vom ScUwm - msr dich 
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k 



I , J J'r J 



r^(f j' 



drum. 
wecktL 



Then 



hush. 
schla 



mf 



"Sit J' I 



thee, my dar - ling, take 
^, m^tn Lieb - 'tii^, ttocAp 



rest — 
darfst. 



while you 




may,. 

thlMty 



For strife 

aZ^ Mann 



comeswith man - hood, and 

mtcssi du kam - ffen, kannst 



wak - 



ntfit - 



mg 

mer 



with 
mehr 




^ ^ 




£ 



t 



r ^ \ if 



^ 



day,. 

ruhn, 



and 
kannst 



wak - ing with day. 

ntw - mer - mehr ruhnl 





^^ 



pmp 



^ * 



^ 

^ * 



^ 

^ * 




.«P 



^ * 



T7« 
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mrwmKn — 



.1 . 

One hundrod 



by tcn 



ATSI986 
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